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This dissertation investigates by means of musical analysis the compositional techniques
used in the Prole do Bebê n. 2 by Heitor Villa-Lobos. Chapter 1 of the dissertation presents an
introductory overview of the composer’s life and works, discussing crucial circumstantial factors
influencing the composition of the two volumes of A Prole do Bebê, including some issues
regarding the dating of the pieces. Chapter 2 describes in general terms the style of the pieces. A
crucial issue is that this music features a high level of dissonance and little use of triadic
construction, resulting in the general avoidance of conventional voice leading and harmonic
progression. Therefore a good part of the analysis is an attempt to understand the use of
dissonance, and the motivations for certain choices of pitch constructions. Two structural aspects
are considered specifically: texture as a compositional means of superimposing simpler pitch
collections to create complex resultants; and the topography of the keyboard as a determining
element in pitch choice. Nevertheless, there remains a vestigial – sometimes subtle, at other
times strong – sense of “tonality” manifested by directed bass motion, voice leading, and various
means of expressing tonal centers. The broad, free tonality is investigated by analyzing the
vestigial tonal traits and by mapping background key areas in relation to the formal design and
other structural features. The use of tonal folk materials with extreme freedom is also
investigated. The following three chapters contain a detailed analysis of three representative
pieces from the collection, respectively: numbers 1 (A Baratinha de Papel), 6 (O Boizinho de
Chumbo) and 9 (O Lobozinho de Vidro). These analyses serve to inform other analyses of works
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of Villa-Lobos, as well as to inform the performance practice of the work. This dissertation
should be of great interest to performers, historians and theorists.
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CHAPTER 1
Heitor Villa-Lobos and A Prole do Bebê

Heitor Villa-Lobos is the best-known Brazilian composer outside of his homeland.
Substantial attention has been given to the life of the composer, and the standard bibliography in
English contains a half dozen of books dedicated to his biography and general description of his
works. The principal authors include Vasco Mariz, Lisa Peppercorn, Simon Wright, Gerard
Béhague, Eero Tarasti and David Appleby1. The first chapter of this dissertation consists of two
main sections. Drawing on the above sources, the first section provides an introductory overview
of the composer’s life, with special attention to the period up to 1930; the second section deals
with A Prole do Bebê n. 2 in the context of Villa-Lobos’ oeuvre.

The Life of Heitor Villa-Lobos
Heitor Villa-Lobos (1887-1959) was arguably the greatest composer of Brazilian
twentieth-century music. One of his greatest achievements was to reconcile the nationalist
aspirations already started in the Brazilian Romantic period (in literature, Romanticism in Brazil
has as boundary dates the years of 1836 and 1881); along with the avant-garde ideals springing
1

Such books are: Vasco Mariz, Heitor Villa-Lobos: Life and Work of the Brazilian Composer
(Washington, DC: Brazilian American Cultural Institute, 1970) – a compact version in English of the
original in Portuguese; Lisa M. Peppercorn and Audrey Sampson (ed.), Villa-Lobos (London; New York:
Omnibus; Distributor, Music Sales Corp., 1989); Simon Wright, Villa-Lobos (Oxford; New York: Oxford
University Press, 1992); Gerard Béhague, Heitor Villa-Lobos: The Search for Brazil’s Musical Soul
(Austin: Institute of Latin American Studies, University of Texas at Austin, 1994); Eero Tarasti, Heitor
Villa-Lobos: The Life and Works, 1887-1959 (Jefferson, NC: McFarland, 1995) and David P. Appleby,
Heitor Villa-Lobos: A Life (1887-1959) (Lanham, MD.: Scarecrow Press, 2002).
1

from the new modernist movement initiated in São Paulo around 1915, an amalgam emerged of
modern European techniques and traditional Brazilian music. His vast output varies immensely
in style, reflecting not only the variety of circumstances in which the works were created, but
also a preoccupation in using the most diverse materials from different Brazilian regions and
cultures. One of Villa-Lobos’ greatest concerns was to create an art that could synthesize the
Brazilian culture, as it is exemplified in the subtitle of his Nonetto: Rapid Impressions of the
Whole Brazil. Given the immense territory of his country and the enormous cultural variety
between its regions, such endeavor may seem to be highly idealist and perhaps even naïve, but it
surely occupied most of the life of the composer, especially between 1910 and 1930.
Given the sheer number of his compositions, a substantial difference in quality is
inevitable among Villa-Lobos’ music. This also reflects some of the personality traits of the
composer, who was famous for having a generous and expansive, but also proud and sometimes
stubborn or almost naïve character, the combination of which lead to a somewhat diminished
sense of self-criticism. There are many accounts of Villa-Lobos’ composing habits, several of
them reporting a composer lost in between piles of papers, working at several compositions at
the same time, while listening to radionovelas (radio soap operas) and carrying on conversations
with more than one visitor.
Somewhat related to the above discussed personality traits is the fact that Villa-Lobos as
a composer was an autodidact grounded in anti-academicism. His unorthodox musical training
started early with his father, Raul Villa-Lobos, who was a middle-class intellectual, employee of
the National Library in Rio de Janeiro, at that time the capital and cultural center of Brazil. Raul
Villa-Lobos was an amateur musician and a severe educator. He taught Villa-Lobos clarinet and
cello, which did not seem to pose problems for the child. In the musical soirées at home (called
2

saraus), Villa-Lobos heard Italian operatic arias and Romantic songs and piano music. From an
early age, Villa-Lobos also was fascinated by the urban popular music played in Rio, and learned
the guitar on his own, evidently hidden from his father. At the same time he was highly
influenced by his aunt Zizinha, with whom he lived for a while, and who was a pianist especially
interested in the music of J. S. Bach.
Still as a boy, Villa-Lobos also had contact with the rural popular music of the states of
Rio de Janeiro and Minas Gerais, where the family lived for several months due to political
reasons (his father wrote some newspapers articles against the powerful Marshall Floriano
Peixoto, the second president of Brazil, and decided to leave the capital for some time). The
music he heard there left strong impressions on the young Heitor.
After the death of his father (when Heitor was still twelve years old), the young composer
started partaking more and more in the nocturnal musical activities common in the streets of Rio
de Janeiro. Groups of wandering musicians known as chorões populated the streets, playing a
genre of popular music – the choro – essentially instrumental, characterized by the use of
improvisation and simple structures and harmony, sometimes with fast, virtuosic playing, other
times with lyric melancholy. The instruments most often used in choros were the flute, clarinet,
guitar, cavaquinho (a Brazilian type of small guitar) and eventually the ophicleide, trombone and
saxophone.
In order to help financially at home, the young musician started playing the cello at
movie theaters, where he also heard the piano of Ernesto Nazareth (1863-1934), one of the icons
of Brazilian salon music, which had roots in both European salon music and Brazilian urban
popular music. He started composing light music, deeply influenced by Nazareth and other salon

3

composers, mostly for guitar or piano, in the decade of 1900-1910. Highly impressed with Italian
grand opera, the young Villa-Lobos also made his first incursions into the genre. Soon he
ventured into more serious types of music, including chamber music and religious works.
In the first decade of the century, Villa-Lobos also made excursions through Brazil. It is
uncertain how many trips the composer took, and their exact itinerary, because Villa-Lobos is
known for telling unreal, fantastic accounts of such experiences. According to Eero Tarasti,
no absolutely reliable information about the trips Villa-Lobos made in 1906-1910 is
available. One can give no credence to the travel routes announced by the composer
himself, since he later told journalists in Paris adventurous tales of encounters with
Indians, which he evidently had read in books by anthropologists. On the other hand,
travel was not yet easy at the time … At any rate, the trips outside the European-oriented
atmosphere of Rio were a significant phase in Villa-Lobos’s development.2
Tarasti even questions if Villa-Lobos really collected (as he had alleged) Indian music in
his travels, as he only used in his compositions Indian themes widely available in common
anthropological studies. At the same time, there are accounts of more than 1,000 popular tunes
and rhythms annotated by Villa-Lobos, while in his compositions not more than a few dozens of
the most known, widespread melodies may be found. Nevertheless, such trips were undoubtedly
important for the consolidation of Villa-Lobos’ notion of the Brazilian cultural and musical
diversity.
With such a myriad of musical influences, and a fertile creativity, Villa-Lobos took up
composing seriously and feverishly. In the words of Simon Wright,
2

Tarasti, Heitor Villa-Lobos, 39-40.
4

his journeys … had left indelible impressions, and it was the musical re-creation and
interpretation of these which Villa-Lobos saw as essential factors in the renewal and
modernization of Brazilian musical style. It was the formation and development of this
identity, almost single-handedly, which caused him to become South America’s most
widely known composer of all time, and which was to occupy him for the remainder of
his life.3
His anti-academicism and fondness of originality took him through a phase of great
creative experimentation. Along the way, Villa-Lobos started becoming familiar with some
modern European music, which started making its way onto Brazil’s stages. He was particularly
influenced by d’Indy (whose treatise Cours de Composition Musicale was carefully studied by
the composer) and Debussy in the works of the 1910s. In 1917 he befriended the French
composer Darius Milhaud, who lived in Rio from 1917 to 1919 as a secretary to Paul Claudel
(who was the French ambassador in Brazil). Milhaud showed Villa-Lobos not only his own
compositions but those of other influential composers in Paris, including Debussy, Satie and
Stravinsky. In 1917 the Ballets Russes visited Rio de Janeiro staging Stravinsky’s Petrushka,
Firebird and Feu d’artifice, as well as Ravel’s Daphnis et Chloé.
In this first phase of Villa-Lobos’ compositional career, marked by the search for stylistic
definition, a heterogeneous body of work was produced. Some pieces reflected a French
influence, others a more nationalistic vein, while in others a post-Romantic Russian flavor may
be identified. Little by little, Villa-lobos produced an amalgam of all these influences in a
strongly personal style. The music of this period contains strains and features that Villa-Lobos
would carry for the rest of his life or at least revisit from time to time: the nationalist
3

Wright, Villa-Lobos, 4.
5

preoccupation; a constant search of new timbres, reflected in exploring new sounds for
instrumental writing; experimental instrumentation in chamber works and in his orchestration
techniques; an inclination for depicting anguish, despair, anxiety and perturbation in his works; a
tendency for the grandiose and eloquent; a special predilection for the children’s universe; and a
fondness for Iberian themes and music. According to Wright,
a whole world of imagery and idea was made incarnate in these gropingly original early
works; taken overall the music of these years has an aura of the incredible, of the
fantastic, and of the virtuosic. Never again did Villa-Lobos reach so frenetically at so
many diverse sources and images, and never again was the generative power of conflict
between traditional European forms and structures and new, undiscovered, rough-hewn
Brazilian ones so great in his output.4
Probably In 1918, Villa-Lobos met the great Polish pianist Artur Rubinstein who was on
tour in Rio de Janeiro. After a rough beginning, due to Villa-Lobos’ stubbornness, the
relationship between the two musicians grew into a sincere and fruitful friendship. Rubinstein
not only influenced Villa-Lobos by showing him the recent European repertoire but also became
a great font of support and inspiration. (One of his piano masterpieces, Rudepoema, was
dedicated to Rubinstein and was composed allegedly as a musical portrait of the pianist.)
Rubinstein became an advocate of Villa-Lobos’ music, permanently including some in his
repertoire (notably the first series of Prole do Bebê). Some years later, in 1922, Rubinstein was
also pivotal in convincing Villa-Lobos to move to Paris. He even lobbied among the rich
Brazilian bourgeoisie to provide a stipend to finance the composer’s permanence abroad.

4

Ibid., 7.
6

Starting in 1915, Villa-Lobos organized a series of concerts in Rio to promote his music.
The critical acclaim was mostly negative, and he was attacked on a regular basis by a group of
critics headed by Oscar Guanabarino, the critic of one of Rio’s leading newspapers, Jornal do
Comércio. Villa-Lobos became l’enfant terrible of Brazilian music. As a result he ended up
attracting the attention of other avant-garde artists, and soon Villa-Lobos became a favorite of an
important group of paulistas (i.e. from São Paulo), the leaders of the modernist movement in
Brazil. If Rio de Janeiro, for its close relationship with the recently destitute monarchy, was still
a niche for conservatism, the fast-growing, dynamic and rich São Paulo started posing itself as a
center for advanced intellectuals eager in renewing Brazilian art. The group of multi-discipline
modernists (painters, writers, poets, sculptors, musicians) gathered around Mário de Andrade
organized in 1922 the single most important event for twentieth-century Brazilian art, the
Semana de Arte Moderna (Week of Modern Art), presenting lectures, concerts and art exhibits.
Villa-Lobos was brought to São Paulo and was one of the main attractions at the music concerts
of the Week. The poet, writer and intellectual Mário de Andrade, himself a musicologist and
amateur musician, would now provide philosophical support to Villa-Lobos’ aesthetics, with
public – and published – support. Nevertheless, even for the general public of São Paulo the
music of Villa-Lobos was too modern. The concerts at the Week invariably ended in riots with
boos, hisses and an eventual fistfight, resembling the premiere of Stravinsky’s The Rite of
Spring.
In the following year, 1923, subsidized by industrial patrons and by the Brazilian
government, Villa-Lobos made his first trip to Europe, settling in Paris for about one year. VillaLobos’ intentions with the trip were not to study or learn, but to show what he already knew.
Rubinstein had once said that it would be in Paris that Villa-Lobos would be better understood,
7

and perhaps that was a great motivation for the composer. After an interval of more than three
years, Villa-Lobos returned to Paris and stayed from 1927 to 1930. In Paris, he attracted much
attention, and did a great deal of self-publicity. He relied immensely on his exoticness (since his
first visit to the city, he knew that this was his most attractive attribute to the Parisian circles),
even inventing fanciful stories to enhance the fascination of the French. After a first period of
“silent” self publicity, he finally organized recitals and encountered relative success in many of
them, becoming accepted into the circles of important musicians. Among his friends and
supporters were Rubinstein, the composers Florent Schmitt and Edgard Varèse, critics Prunières
and Le Flem, soprano Vera Janacopoulos and guitarist Andrés Segovia. Sergei Prokofiev wrote
positive remarks as a critic, and hosted musical soirées in which Villa-Lobos played for Massine
and Diaghilev among others. According to Tarasti,
a compatriot pianist who was close to Villa-Lobos, João de Souza Lima, also wrote his
recollections of Villa-Lobos’s Parisian period. He tells of luncheons during which Jean
Cocteau, Erik Satie and Blaise Cendras, among others, listened to Villa-Lobos’s
improvisations and how Paul Dukas, Albert Roussel, Samazeuilh, Florent Schmitt, Louis
Albert and Roger Ducasse heard Villa-Lobos’s Piano Trio No. 3 at the home of Henry
Prunière [sic], the editor in chief of La Revue musicale and were astonished at its
picturesque and unpredictable harmonies, the texture so appropriate to the instrument and
how a composer who had come from so far could write such a modern, estimable and
balanced work.5
Villa-Lobos’ style was already mature when he arrived in Paris. Nevertheless it would be
unlikely that contact with the most up-to-date music of one of the greatest cultural centers of the
5

Tarasti, Heitor Villa-Lobos, 52.
8

Western world, as well as daily personal contact with its intellectual circles, would not produce
substantial influence on the composer. About the works written in Paris, Wright affirms that
a Stravinskian terseness or rhythmic vitality can be discerned here, a sardonic Poulencian
bitterness there, and throughout the works of the Paris years, a self-indulgent abandon
typical of all art emanating from the French capital during the 1920s. Possibly the only
new influence was that of ‘Dada’ ballets of Satie, to which Villa-Lobos succumbed only
once, in his Suíte Sugestiva no. 1 (1929).6
The works produced in the Parisian years (notably the majority of the Choros series) are
perhaps the most avant-garde in the composer’s output, with advanced, highly dissonant
harmonic language, collage-like kaleidoscopic forms, primitivist manner, bold colors and
unusual timbres.
In 1930, Villa-Lobos returned to Brazil. His intention was to stay for a short time for a
series of engagements and return soon to Europe, but he actually settled in his homeland. The
political situation in Brazil was partially responsible for the change of plans for the composer, as
payments abroad were no longer possible after the Revolution of 1930, which inaugurated the
fifteen-year dictatorship of Getúlio Vargas. The decade of 1930 is closely associated with the
composition of the series of Bachianas Brasileiras, perhaps the most enduring works of VillaLobos in the international repertoire. The production of the 1930s, notably the Bachianas,
represent a radical change in compositional approach if compared with the works of the 1920s.
As if aligned with the ultra-nationalist populism of Getúlio Vargas, the composer stripped down

6

Wright, Villa-Lobos, 45.
9

the advanced language and started producing much simpler, tonal-oriented, palatable music, and
even more nationalistic than before.
The Vargas era also saw the emergence of Villa-Lobos as a music educator. He founded
the governmental SEMA (Superintendence of Musical and Artistic Education) in 1932, and the
National Conservatory for Orpheonic Singing in 1942. Villa-Lobos devoted a great amount of
energy to “orpheonic” singing, the practice of simple Brazilian choir music in schools aimed at
the musical education of the masses; and, again aligned with the populism and ultra-nationalism
of Vargas, he organized concerts of up to 40,000 students in sport stadiums, in which patriotic
and folk songs were the bulk of the repertoire.
In the last phase of his life, 1945-1959, Villa-Lobos encountered great international
recognition. The composer performed many international tours, and the United States became a
favorite destination, after a successful first visit in 1944. Engagements in Europe and Latin
America were frequent as well. The last decade of his life was also marked by the deterioration
of his health. He remained active as a composer, conductor and educator to the end of his life,
but many of his compositions of the time received bad criticism. In fact, according to Mariz,
“many of Villa-Lobos’ late works show a tendency to prolixity and overcrowding of musical
ideas”.7

7

Mariz, Heitor Villa-Lobos, 47.
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The Suite A Prole do Bebê n. 2
Villa-Lobos was not a concert pianist. Yet he was relatively at ease at the piano, and there
are many accounts of the composer improvising at the instrument for small private audiences.
Nevertheless, his production for the piano surprises for both its extent and quality. As Tarasti
asserts, “in scanning Villa-Lobos’s literature for the piano, one is amazed not only at the
technical assurance and the perception of the instrument’s distinctive expressive resources but at
the stylistic variety. After all, he composed much more for the piano than for his “own”
instruments, the guitar and cello.”8 Most of the important works for piano solo are collections of
relatively short pieces, not necessarily intended to be played as a whole suite.
The Prole do Bebê suites belong to a group of compositions dedicated to the children’s
universe. This group is basically composed of piano pieces but also includes other media like the
Fifth String Quartet. Some of them were composed as easy pieces for children to play, but
others, like the Proles, present advanced technical and musical difficulties. Villa-Lobos never
had children of his own, but he was always fond of children and their universe. Furthermore, he
had a “playful, almost childish”9 character, with frequent generous laughter and always prone to
making jokes. One of his favorite hobbies was to make and fly his own kites. Villa-Lobos’ joyful
naiveté is reflected even in titles of pieces not related to children, like O Trenzinho do Caipira
(The Little Train of the Caipira, a Brazilian peasant), Alegria na Horta (Joy in the Garden),
Festa no Sertão (Feast in the Sertão, the dry lands of Brazil), Distribuição de Flores
(Distribution of Flowers) and Assovio a Jato (The Jet Whistle).

8
9

Tarasti, Heitor Villa-Lobos, 248.
Ibid., 252.
11

The first series of A Prole do Bebê (which literally means The Baby’s Offspring) was
composed in 1918. It is a collection of eight short pieces, each one depicting a different doll. All
the pieces, except for number 7, O Polichinelo, have double titles: one for the name of the doll,
generally related to its ethnic background (e.g. Caboclinha, a girl with a mix of European and
indigenous Brazilian backgrounds) but also to social rank in the case of Pobrezinha (the Little
Poor Girl); and a subtitle for the material from which the doll is made. Villa-Lobos perhaps
wanted to depict, or at least relate to the ethnic and social variety of the country. The list of
pieces is as follows:
1. Branquinha (A Boneca de Louça) or Little Light-skinned Girl (The Porcelain Doll)
2. Moreninha (A Boneca de Massa) or Little Dark-skinned Girl (The Papier-mâché Doll)
3. Caboclinha (A Boneca de Barro) or Little Mestizo Girl (The Clay Doll)
4. Mulatinha (A Boneca de Borracha) or Little Mulatto Girl (The Rubber Doll)
5. Negrinha (A Boneca de Pau) or Little Black Girl (The The Wooden Doll)
6. A Pobrezinha (A Boneca de Trapo) or Little Poor Girl (The Rag Doll)
7. O Polichinelo or Punch
8. Bruxa (A Boneca de Pano) or Witch (The Cloth Doll)10
It is out of the scope of this work to make a comparison between the two suites, but it
suffices to say that they share important similarities and differences. Both represent a highly
successful amalgam of Brazilian folk music and his personal take on fin-de-siècle European
extended tonality. Yet, while the first series is mostly indebted to the French impressionism of
Debussy and Ravel, with some use of polytonality, the second book, as will be discussed,
presents a more advanced language tending toward Stravinsky, Bartók and Prokofiev, as well as
10

Translations of titles from Piano Music by Heitor Villa-Lobos, Dover Edition.
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some stylistic qualities of Les Six. Notwithstanding its musical and aesthetic quality, the first
series is in general simpler and technically less demanding than the second. Example 1.1 shows
the opening of A Prole do Bebê n. 1, with mildly dissonant chords that set the tender atmosphere
for the piece and show a great kinship with the harmonies of the French Impressionist school.
Example 1.2 is taken from O Polichinelo, probably the most famous piece in the collection, and
also the most tonally advanced, with its polytonality and harsh dissonances.
Example 1.1. Branquinha, mm. 1-6

Tarasti thus describes the collection:
The pieces in the first series of Prôle do Bébé [sic] have been written in a small style,
i.e., in a tonally transparent way, generally using the middle register of the piano,
avoiding the treatment of great sound masses and aggressive dissonances which, true
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enough, later appear in the second suite of Prôle do Bébé [sic]. Musico-esthetically they
are miniature works which are characterized by doll-like naïveté.11
Example 1.2. O Polichinelo, mm. 1-5

Probably in his first trip to Brazil, Artur Rubinstein became acquainted with the first
series of A Prole do Bebê, and in his 1922 tour in Rio de Janeiro, the pianist performed four of
the pieces, framed by Debussy piano works. He actually included the suite in his repertoire, and
played it throughout his career, which was significant in helping launch the career of the
Brazilian composer. As Wright has argued, “the first suite has become Villa-Lobos’s best-known
piano composition, embodying a finely balanced mix of Debussy’s ironic characterization,
Ravelian clarity of texture, Milhaud’s polytonal abandon, and an original application of ‘Latin
Americanisms’. It is the first enduring musical work of Brazilian Modernism.”12

11
12

Tarasti, Heitor Villa-Lobos, 268-9.
Wright, Villa-Lobos, 32.
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The second Prole do Bebê came to life years later. The exact dating of its composition
remains uncertain and has been widely discussed among Villa-Lobos scholars. The issue is
common with Villa-Lobos, who apparently changed some of the dates in several compositions,
like the Nonetto, the symphonic poems Uirapuru and Amazonas, the song cycle Canções Típicas
Brasileiras and the Trio for oboe, clarinet and bassoon.13 The Max Eschig edition of the second
Prole bears the inscription “Rio de Janeiro, 1921”, as the place and year of composition. Marcos
Mesquita argues that this date may not be accurate:
It is unlikely, nevertheless, that this work has been written in this year. For stylistic
reasons, a later date of composition is supposed, much probably after the composer’s first
period in Paris between 1923 and 1924. … Predating his pieces, especially in the
occasion of his first Parisian period, Villa-Lobos probably wanted to demonstrate to the
Parisian avant-garde that he was not a provincial composer who still composed
impressionist works, in the “old” style of Debussy. No, he wanted to prove that he was
already a “primitive”, a la Igor Stravinsky and an “abandoned” a la Les Six, even before
having arrived to the French capital.14
Carla Gorni provides further evidence that the dating of the work is misleading:
Nevertheless, the cycle was dedicated to the pianist Aline van Barentzen, whom the
composer met in Europe, i.e., later than 1921, and who only premiered the work in 1927.
Other questions reinforce the doubts about its dating: why was this collection not
performed in the Week of Modern Art, given that pianists like Guiomar Novaes and

13

Marcos J. C. Mesquita, “Desconstruindo O Ursozinho de Algodão de Heitor Villa-Lobos,” OPUS, vol.
12 (2006): 65-66.
14
Ibid. All translations from Portuguese into English are by the author unless otherwise indicated.
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Antonieta Rudge could have done that; and why did not the composer show the work to
Rubinstein… in 1922 when he was in Brazil?15
It is still uncertain whether the work was composed in 1923-1924 (as suggests Mesquita)
or in 1927 (Gorni’s hypothesis), or even if it was started or sketched in 1921, which is still a
possibility according to Gorni. Nevertheless, it seems that the Parisian influences were decisive
for the final maturation of Villa-Lobos’ style. A comparison between the second Prole with
previous piano works like the first suite of A Prole do Bebê or works of the Parisian years –
especially Rudepoema (1921-1926) – reveals more affinity with the style of the latter.
A Prole do Bebê n. 2, subtitled Os Bichinhos (The Little Animals), is composed of nine
pieces, each of them depicting a toy animal. The title of each piece reveals not only the animal
but also the material of which the toy is made, similar to the first suite. The pieces are:
1. A Baratinha de Papel, or The Little Paper Cockroach
2. O Gatinho de Papelão, or The Little Cardboard Cat
3. O Camundongo de Massa, or The Little Papier-Mâché Mouse
4. O Cachorrinho de Borracha, or The Little Rubber Dog
5. O Cavalinho de Pau, or The Little Wooden Horse
6. O Boizinho de Chumbo, or The Little Lead Ox
7. O Passarinho de Pano, or The Little Cloth Bird
8. O Ursozinho de Algodão, or The Little Cotton Bear
9. O Lobozinho de Vidro, or The Little Glass Wolf16
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Carla Gorni, “A Prole do Bebê Nº 2 de Villa-Lobos: Contribuições da Análise Musical e do Imaginário
Para Sua Interpretação – Um Estudo de Cinco Gravações” (MM diss., UNIRIO, 2007), 34.
16
The titles used in this dissertation are written in accordance to the current norms of Brazilian
16

For the English translations, all animals titles bear the word “little”, because in the
Portuguese titles the animals’ names are always in the diminutive – which not only gives the idea
of the size of the toy but also a child-like aura of tenderness and familiarity. According to Carla
Gorni, there is an implicit sarcasm in the dichotomy between the tenderness and simplicity of the
titles and the complexity, harshness and brutality of the music. This opinion, as demonstrated in
Gorni’s work, is consistent with several different accounts of important pianists and
musicologists contemporaneous to Villa-Lobos, like Mário de Andrade, Arnaldo Estrella and
Homero de Magalhães.17 Despite the contrast between music and title, many musical references
to both the title’s animal and material may be found in the pieces of the second Prole do Bebê.
Throughout her work, Gorni points out many of these descriptive features.18 Nevertheless, the
virtuosic music of the suite often features the grotesque and fantastic, common characteristics in
Villa-Lobos’ output. The virtuosity factor is an important issue in considering A Prole do Bebê
n. 2. Although masterfully written for the piano, the musical and technical difficulty is enormous,
which contributes – perhaps with the harshness of the language – to the fact that the suite is
seldom played in its entirety.
It seems that Villa-Lobos composed or at least sketched a third series of A Prole do Bebê.
“The third series, which is said to have disappeared in Paris,” claims Tarasti, “ was supposedly
composed there in 1926 with various sports as its subject.”19

Portuguese orthography, hence the differences from the original titles in the Max Eschig editions.
17
Ibid, 33-34.
18
Gorni, “A Prole do Bebê Nº 2”.
19
Tarasti, Heitor Villa-Lobos, 272.
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CHAPTER 2
General Compositional Techniques in A Prole do Bebê n. 2

A Prole do Bebê n. 2 is an extended work whose duration is normally between 27 and 35
minutes. Its nine pieces are quite varied, in the sense that each one has its own character, as the
music is usually related to the titles of the pieces. Yet it is remarkable that there is a cohesive set
of compositional techniques that permeates the whole suite. This chapter will discuss these
techniques, which may be divided into the following non-exclusive categories: layering of
elements, or textural stratification; distribution of pitches according to the topographical division
of the keyboard into black and white keys; use of ostinato; principles of chord construction in
fourths (including tritones) or thirds; melodic construction principles, including the use of folk
tunes or different kinds of originally composed melodies; motivic development; and tonal
organization strategies. Table 2.1 outlines these techniques, providing a few significant examples
of each. Most of these examples will be discussed along this chapter. Table 2.2 is a key for
reading the abbreviations used in Table 2.1. Chapters 3, 4 and 5 will provide complete analyses
of specific pieces in the light of the general compositional principles here presented.
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Technique

Examples
Piece
Bar

Measures
5-12

Cac
Lob
Boi
Pas

7-16
11-16,
27-31
39-44
32-36

Additive layering
(sub-category)

Lob
Cav

1-10
102-129

Black and white
distribution

Bar
Gat
Lob
Urs

1- 60
40-43
6-9
13-14
15-24

Cac

19-20

Pas
Urs

67-80
68-71

Cam

1-6

Cav

24-33

Cav
Boi
Bar

68-83
See Ch 4
1-60

Cam
Gat
Boi
Boi

1-12
1-23
2-10
50-52

Urs

36-65

Layering

Black-and-white
sequences or
BWS
(sub-category)

Ostinato

Comments
Simple, 2 layers, but lower layer is BW oriented and
subdivided into two layers itself.
4 layers, one being chordal.
5 layers, two being clusters. Bass and white cluster
eventually disappear.
4 layers, including a BWS (4 layers itself)
3 layers, including trill. Particularly interesting for
the difficulty of execution.
Chromatic cluster, BW distribution.
Mm. 107-108: chromatic top layer prepares for
transposition in m. 109 when the motive restarts a
4th above. This time more layers are added. After m.
118 there are no new layers.
Ostinato (unchanged from mm. 1-54).
LH: white; RH: black.
LH: black; RH: white.
Polychords, RH CM, LH D#m.
Goes on with white notes doubling RH in LH (C,
B).
BW vertical constructions on RH. LH is mostly
black pentatonic but there is an occasional Fb.
2 upper layers of ostinato.
3 layers: lower, middle: black pentatonic. Upper:
white pentachord FGABC.
Ostinato based on BWS. Expands in mm. 7-9 for 5th
up transposition.
Imperfect BWS becomes perfect because of
“modulation”.
Very flexible BWSs (change of pattern).
Many examples
BW distribution. Remains unchanged from mm. 154. Shifting starts in mm. 56
BWS. Shifting.
Not BW based. Shifting.
Rhythmic ostinato. Harmony changes.
Two different ostinatos, one binary and one ternary:
polyrhythm. Not shifting.
Not BW based. Shifting.

Table 2.1: Examples of compositional procedures in A Prole do Bebê n. 2

19

Table 2.1 continued

Technique
Fourth
constructions

Triads
Third-based
chords
Folk melodies

Composed
diatonic melodies
Composed
chromatic
melodies
Other melodies

Examples
Piece
Cam
Cac

Measures
96-112
1-2

Cav
Cav

47-53
34

Lob
Pas
Urs
Boi
Urs
Urs
Lob
Boi
Bar
Gat
Cav
Lob

67-70
76-82
114-130
5-11
76-77
67-71
131
2, 5, 7
53-79
24-40
17-32,
69-92
27-30

Pas
Urs
Lob
Cam
Cac
Boi

78-81
76-99
11-14
3-7
1-2
5-11

Urs
Lob
Cav
Cac

40-57
122-125
102-129
3-16

Piece
White sequence
Distribution of the white diatonic collection in
fourths. D appears melodically, but still a fourth
above.
Includes a white sequence.
Mixed construction, includes triads and fourth
chords.
Broken fourths.
Tune Olha o passarinho Dominé in parallel fourths.
Ostinato based on broken fourth-chord.
On bottom, clear and spaced.
On bottom, clear and spaced.
White sequences, in fauxbourdon.
7-note chord.
Include notes from the ostinato.
Fui no Tororó.
A Moda da Carranquinha.
Garibaldi Foi à Missa, fragmented.
O Rei Mandou me Chamar, first phrase only, very
modified.
Olha o Passarinho, Dominé, very modified.
Carneirinho, Carneirão.
Gb major scale fragment (2 to 5).
Eb major scale.
Tonally ambiguous.
Chromatic fragment followed by a diatonic one.
Ambiguous.
Diatonic chromatically ornamented.
Tenor melody, octatonic fragments.
Chromatic universe, but not chromatic scale
fragments.
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Table 2.1 continued

Technique
Motivic
development

Tonal elements

Examples
Piece
Bar

Measures
53-55

Cam

3-4

Cav

1

Lob

11-13

Urs
Cav
Boi

67-74
1-8
5-7

Cam
Cav

13-26
1-3

Lob

10-11,
26-27,
178-179
24-40
41-44

Gat

Piece
3-note motives (0,1,3), (0,2,4) from folk tune:
become part of ostinato and other melodies.
Gesture of repeated notes followed by descending
fragment used later in the piece.
3-note galloping motive comes from Garibaldi.
Intervallic content is changed, but rhythm and
contour are preserved.
Fourths in melody become important throughout the
piece.
Preparation for Carneirinho.
Several motivic resonances.
Chromaticism in melody reappears in mooing
motive and other elements.
Tonal melody, diatonic version of ostinato.
Pitch collection and distribution of pitches derived
from C-minor melodic scale.
Descending fifths (ascending fourths) in bass
resemble V-I progressions.
Folk tune establishes Db as priority.
Top voice performs consonant skips via upper
neighbor.
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Number

Title

English Translation

Abbreviation

1

A Baratinha de Papel

The Little Paper Cockroach

Bar

2

O Gatinho de Papelão

The Little Cardboard Cat

Gat

O Camundongo de Massa

The Little Papier-Mâché

Cam

3

Mouse
O Cachorrinho de

4

The Little Rubber Dog

Cac

Borracha

5

O Cavalinho de Pau

The Little Wooden Horse

Cav

6

O Boizinho de Chumbo

The Little Lead Ox

Boi

7

O Passarinho de Pano

The Little Cloth Bird

Pas

8

O Ursozinho de Algodão

The Little Cotton Bear

Urs

9

O Lobozinho de Vidro

The Little Glass Wolf

Lob

Table 2.2: Pieces in A Prole do Bebê n. 2

Layering
The texture in the Prole do Bebê suites has already been investigated by Maria Lúcia
Pascoal. According to Pascoal, “texture has become important for the study of tonally
emancipated music, as a rich field for analysis, making it possible for the analyst to group and
make the musical events intelligible”20. This motivation may be seen as a generic potential given
the definition of texture and what it encompasses, but in the Prole do Bebê suites it attains
particular importance. One of the most striking features of this music is its stratification. It is not
polyphonic in the sense of individualized voices moving together, bonded by an underlying
harmonic progression. First, there is no common practice harmony that dictates vertical
possibilities – chords and all sorts of contrapuntal embellishments – and second, in this music the
20

Maria Lúcia Pascoal, “A Prole do Bebê n. 1 e n. 2 de Villa-Lobos: Estratégias da Textura como Recurso
Composicional,” Per Musi, no. 11 (2005): 95-105.
22

stratification does not occur in individual melodic lines. Here, there are two, three, four, and
sometimes more identifiable musical events occurring at the same time. These events can range
from a repeated note to a single line, parallel chords or other more complex structures.
Sometimes events have a clear foreground or background status (as in melody and
accompaniment), but other times such distinctions are harder to make. Villa-Lobos’ use of such a
broad range of textures distinguishes this work from the late romantic homophonic pieces still
being composed in Brazil at the time. According to Paulo de Tarso Salles,
in A Prole n. 2 Villa-Lobos achieved a stage of maximum autonomy between the textural
layers, for the components of these layers preserve their properties and freely clash with
each other, generating rough sonorities, full of resonances and rugosity. This autonomy
was taken further in most of the pieces composed in the 1920s, period in which VillaLobos was most prone to such experimentations.21
Example 2.1 shows a section from O Cachorrinho de Borracha, stratified in four distinct
layers: a bass line (most of the time in octaves), a chordal layer and two relatively independent
melodic lines in the top register. The chords themselves have four voices, and their top voice
becomes more melodic with passing tones. At times, the independence of the right-hand lines is
so great that they become too far apart to be played simultaneously, and grace notes are used as a
technical solution. Note also the idiomatic writing of the composer regarding the execution
marks. Every note of the bass and top two layers receives an accent, and so do the melodic bits
of the chordal layer. Every layer is marked as an essential musical event, even the chordal one,
the most background of all.

21

Paulo de Tarso Salles, Villa-Lobos: Processos Composicionais (Campinas: UNICAMP, 2009), 81.
23

Example 2.1. Cachorrinho,, mm. 66-16
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Example 2.1 continued

Example 2.2 shows a section from O Lobozinho de Vidro that begins (m. 11) with five
different strata. Two of them, the bass octave and the right
right-hand
hand cluster, are the culmination of
the previous section, creating a mass of sound. Following the triple fortissimo downbeat chord,
25

the new layers comprise a second cluster in repeated black notes, a tenor melody in quasiquasi
ostinato, and a melody in the top voice. Note that this layer becomes chordal at the end of the
passage. Particularly interesting in this passage is the rich rhythm, created by the metric
independence of each event.
Example 2.2. Lobozinho, mm. 9--16
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Example 2.2 continued

Example 2.3 shows a passage from O Passarinho de Pano containing only three
simultaneous events, which is nevertheless noteworthy for the extreme difficulty of its execution.
The bottom layer is a figure with double grace notes in a very high register of the piano, played
by the left hand. In m. 35 it gives way to a trill. Above that, the right hand plays the middle layer
– a single line, repeated – and the top layer, a three
three-note
note tremolo at the very top of the piano
range.
Stratification is pervasive in the suite. The music is comprised of different simultaneous
events, and some of these events may further be analyzed into different layers, as Example
Exa
2.1
shows. It seems that for Villa-Lobos
Lobos texture is not a secondary element, but rather is primary
within the compositional process. This is particularly evident at times when pitch saturation
occurs due to the extreme density of the stratification, aand
nd the harmonic element becomes
secondary.
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Example 2.3. Passarinho,, mm. 32
32-36

A specific case of Villa-Lobos’
Lobos’ layering orientation occurs twice in the suite: the addition
of voices forming more complex structures. Example 2.4, the beginning of O Lobozinho de
Vidro,, shows its most striking instance: starting from a single tone, tones are added to form an
eight-note
note cluster (if considering the right
right-hand
hand cluster sounding together with the left-hand
left
one,
as indicated by the ties in m. 10).
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Example 2.4. Lobozinho, mm. 1--10

The other instance of this additive method occurs in O Cavalinho de Pau (Example 2.5).
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Example 2.5. Cavalinho,, mm. 102
102-119

30

Example 2.5 continued

Black and White Distribution
One of the most characteristic features of the second Prole do Bebê is a kind of idiomatic
piano writing based on the topography of the keyboard and its division in white and black keys.
This technique had been already used by some of his contemporaries li
like
ke Ravel, Stravinsky and
Debussy22, but not to the extent used by Villa
Villa-Lobos. Villa-Lobos
Lobos was not a concert pianist, but
he had a keen sense of pianism, and most of his piano works are very well written for the
instrument not only regarding the technical aaspect
spect but also the usage of the instrument’s
possibilities. Salles mentions the use of black and white distribution:
22

Perhaps the most famous example of black and white distribution of musical material in piano music
anteceding A Prole do Bebê n. 2 is the Petrushka chord. Stravinsky’s ballet Petrushka (1910-1911)
(1910
was
not a piano piece per se, but pre- and pos
post-orchestration
orchestration piano versions by the composer exist. The
Petrushka chord is the combination of a C
C-major and an F#-major
major chords. Interestingly, the same structure
may be found in Ravel’s Jeux d’Eau
d’Eau,, of 1901. Debussy’s most extensive example of black and white
w
distribution is found in Brouillards,, from the Second Book of Preludes (1910
(1910-1912).
1912). In all these
examples, the black and white distribution seems to come from polychordal structures, unlike most of
Villa-Lobos’
Lobos’ examples. Other notable examples of blac
black
k and white distribution are the opening of Ravel’s
Piano Concerto and Bartók’s Mikrokosmos ns. 107, 110 and 125, but these works are posterior to the
composition of the Prole (1929-1931
1931 and 1926
1926-1939 respectively).
31

A more radical case is O Polichinelo, n. 7 of the suite A Prole do Bebê n. 1 (1918), in
which Villa-Lobos realized a systematic division of the white and black keys respectively
between the pianist’s right and left hands (with the exception of mm. 50-65). The choice
of chord combinations is thus determined by the crossing of hands, by the intentional
clash of minor seconds resulting from the combination of the white keys’ diatonic
universe and the black key’s pentatonic universe. Villa-Lobos reused the concept in O
Cravo Brigou com a Rosa, n. 4 of Cirandas (1926), in the sections that open and close
the work (mm. 1-21; 57-80). We also saw this kind of combination in certain sections of
Rudepoema.23
The prominent Brazilian pianist João de Souza Lima (Souza Lima was also a conductor,
composer and musicologist), who was a friend of Villa-Lobos’, had already pointed out in 1946
the black and white distribution in the piano works of Villa-Lobos, affirming that this technique
was employed in all his compositions since 1921. Souza Lima also affirmed that with this
formula, “the composer obtains wonderful effects of sonority, giving to the piano entirely new
timbres.”24
Because of the clear-cut usage of black and white distribution in O Polichinelo, Sílvio
Merhy named this technique The Polichinelo Principle.
The Polichinelo Principle does not constitute a systematic theoretical proposition, rather a
simple harmonic resource characteristic of piano writing. It is also impossible to link it
with any stylistic or semantic streams. The bold colors, the explosion of feelings and

23

Salles, Processos Composicionais, 144.
João de Souza Lima, “Impressões sobre a música pianística de Villa-Lobos,” Boletín Latino Americano
de Música, tomo VI, 1ª parte (1946): 152-3, quoted in Salles, Processos Composicionais, 51.
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sensations and the appeal to the abounding and generous Brazilian nature cannot be
explained exclusively by the harmonic resource of opposition of white and black keys.
Villa-Lobos created a system of composition for piano that, although extremely simple,
presents a number of sonorous possibilities and that apparently does not bear any
precedent in Music History.25
Merhy also points out how the sonorities generated by this technique are non-traditional
and non-diatonic:
Renouncing the function of the tonic as a principle of stability implies also the abandon
of the logical and structural coherence of the functional diatonic system. It turns out that
the writing of A Prole do Bebê n. 2 seems to be the transposition to the staff of the
experimentation with the topographical division of the keyboard into white and black
keys. As a result, this music distances itself from oral tradition practices by its rudeness,
roughness and in certain moments for its brutality, in one of [Villa-Lobos’] least romantic
works or least identified with Brazilian traditions such as the choro and the popular music
produced in Rio de Janeiro. The atmosphere is wild and primitive, very little urban.26
Villa-Lobos used the black and white division of the keyboard to a great extent. One
obvious advantage of the method was to create topographic patterns that “fit in the hand”. This
enormously facilitates solutions to technical problems that would be much greater if, say, the
same passages were written transposed, so the same intervals were used without considering the
topographical division of the keyboard. Because black and white patterns tend to keep a general
25

Sílvio A. Merhy, “O sistema de Dissonâncias na Prole do Bebê no 2 de Villa-Lobos,” Simpósio VillaLobos, USP (2009): 144, accessed April 02, 2013, url:
http://www.eca.usp.br/etam/vilalobos/resumos/CO020.pdf
26
Ibid.
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physical hand shape, these passages present easier tasks to the muscle memory involved in
learning them. This leads to quicker learning and memorization of the music.
The topography of the keyboard offers a natural partition of the chromatic gamut into a
black pentatonic and a white diatonic set. Villa-Lobos used various combinations of these sets
(or subsets of them), sometimes in juxtaposition but most often simultaneously. The harmonic
possibilities resulting from such combinations are mostly non-triadic and dissonant, while at the
same time derived from a highly pragmatic and coherent method. Merhy notes how structures
based on the Polichinelo Principle observe a somewhat regular intervallic pattern, which he
associates with an attempt to avoid or at least blur diatonic tonality: “The wild and sometimes
brutal roughness of the harmony is obtained by the superimposition of chords with sevenths or
ninths, avoiding, intentionally, intervals of thirds and sixths, which could imply the definition of
the major or minor mode and which are used only in combination with structures in fourths or
sevenths.”27
The very opening of the suite, the presentation of the ostinato which will dominate A Baratinha
de Papel, offers the first example of black and white partition. The upper part of the right hand –
fingers 3, 4, 5 – plays only white keys (E, F, G, A), while the lower part – fingers 1, 2 – plays
only black keys (G#, Bb, C#, D#). The result is a pseudo-polyphonic stratification of the ostinato
into two voices (Example 2.6). Again, layering is an important factor in the compositional
process. The upper voice is diatonic, a subset of the C or F major scales (white keys), and the
lower voice is a subset of any pentatonic scale on black keys. Each pitch of the upper voice is
marked with an accent, a rinforzando and a martellato sign. The composer requires a distinct
sonority for each of the voices, with emphasis to the upper voice.
27

Ibid.
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Example 2.6. Baratinha, mm. 1-2.
2. Structure of the ostinato.

The last measures of O Gatinho de Papelão (Example 2.7) offer another instance of black
and white distribution. Here, the left hand plays only white keys (mostly an incomplete F-major
F
chord with major seventh) while the right hand plays only black notes (sonorities based on
perfect fourths). The effect is similar to bitonality, except that the passage is not based on
superposed tonal passages in two different keys. The level of dissonance is high, and mm. 40-42
40
present a distinct seven-note
note set that is not based on thirds or fourths, but whose origins
ori
are
directly linked to the topographical distribution of the hands.
Example 2.7. Gatinho, mm. 40-43
43

In O Ursozinho de Algodão
Algodão, real polychords are used in the Mais Movido section
(Example 2.8). Here, the right hand plays a C
C-major chord while the left hand plays a D#-minor
D#
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chord. In m. 15, the white notes in the left hand are only an octave doubling of the melodic
motive in the top voice.
13-17
Example 2.8. Ursozinho,, mm. 13

In contrast, the slow ostinato in O Passarinho de Pano brings a different kind of black
and white distribution. In the top two voices of the left hand, rather than sounding
simultaneously, the black and white dyads alternate (Example 2.9). Here, again, the choice of
pitches does not seem to come from any othe
otherr motivation than the piano’s topography. The set of
six notes involved is indeed a subset of the Bb minor harmonic scale, but nothing in the context
(including the notation of C# instead of Db) seems to indicate that Bb minor is important in the
passage.
67-68
Example 2.9. Passarinho,, mm. 67
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In O Cachorrinho de Borracha, the cascading chords in the Animé section (example
2.10) also have a black and white vertical distribution: the double notes in the right hand
(together with the octave doubling) are either both black or white. A hint that this kind of
distribution is what really guided the composition is the dyad F#-Bb. If Villa-Lobos intended a
passage of exactly parallel chord types, this dyad should be F-Bb, to match the other perfect
fourths. Instead, he decides to use the F#, which brings a new sonority to that chord and to the
passage as a whole. Should this conjecture be correct, it is possible to believe that the B natural
in the second circled set of notes is a misprint (it should be a Bb), as well as the Cb (which
should be a C natural), the last note in the top staff.28
Each of these examples shows a different way Villa-Lobos used the topographic division
of the piano in white and black keys. Besides these, the composer also created a very specific
and idiomatic way to use such division. It involves his familiar organization of materials in
layers, and also the idea of sequence – in the sense of a pattern repeated sequentially, in lower or
higher transpositions. Example 2.11, from O Ursozinho de Algodão, exemplifies what we will
call from now on a black-and-white sequence (BWS in tables and examples). The left hand plays
chords, all of which have two bottom black notes and a white note on top. The passage may be
understood as comprised of three layers: both bottom and middle are pentatonic black layers,
while the upper layer is a white pentachord, F-G-A-B (Cb)-C. The hand “imprints” the same
color scheme sequentially down. The resulting chords are, in this case, mostly triads (with one
exception, Gb-Bb-C), but there is no tonally functional relationship between them (or between
them and what goes on in the other layer of the music, the all-white fauxbourdon chords in the
right hand).
28

The reprinted version by Éditions Max Eschig of A Prole do Bebê n. 2, of 2007, although extensively
edited, unfortunately still presents several probable misprints.
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Example 2.10. Cachorrinho,, m. 19

38

Example 2.11: Ursozinho,, mm. 68
68-71

Like tonal sequences, Villa
Villa-Lobos’ black-and-white
white sequences may be used to link two
points, creating the idea of a transition, a connection or a prolongation. Moreover, they become
important textural elements to be used in addition to other layers creatin
creating
g a rich fabric (these
sequences are already layered themselves). In some instances, the direction of the sequence is
variable. In others, the layers are not played simultaneously, but the verticality of the structure is
still perceptible, as with broken cchords. See for example the ostinato of O Camundongo de
Massa (Example 2.12). It may be considered as a four
four-layer black-and-white
white sequence, with two
black and two white layers.
Example 2.12. Camundongo,, m. 1
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In m. 6, the ostinato starts moving upwards. The color pattern is retained, and the
sequence continues. In m. 8, the ostinato finds a new starting point (A), a fifth above the initial
tone (D). In m. 10 it starts expanding up again. It is only in m. 12 that Villa-Lobos breaks the
pattern. There, in order to accompany a tonal melody starting in m. 13, he opts to keep the figure
going using only notes from the key of the melody (Eb major), thereby compromising the black
and white pattern (see Example 2.37).
In the ostinato figure of the previous example, the harmonic resultant of black-and-white
sequences does not coalesce into a consistent or conventional structure or set. To start with, the
transposition caused by moving up is not literal. For example, the intervals between the notes on
the first beat are not the same as the intervals on the second beat. Passages like this may have
ambiguous multiple readings. The first measure may be heard as a succession of minor-second
appoggiaturas, which means that the white notes are the embellishments of the “real” black ones
(Eb, F#, G#, A#) suggesting an Eb-minor chord with a passing tone. This reading is consistent
with the fact that the melodic fragments played against the ostinato figure are based on an Ebmajor scale. All the minor seconds of the ostinato also suggest an octatonic reading, but no
unified octatonic collection may be found there. Rather, two different octatonic sets are involved
(see Example 2.13). Villa-Lobos seems to be fond of this kind of ambiguity, which ultimately
blurs the distinction between tonality and atonality.
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Example 2.13. Camundongo,, mm. 11-2

In light of the black-and-white
white sequences, Example 2.6 may also be seen as a two-layer
two
one, with
the slight reservation that the rhythm and profile of the pattern do not repeat exactly, as the last
dyad of each measure does not repeat the upper note.
In the
he examples above, the black
black-and-white
white sequences are perfect, in the sense of black or
white distribution in layers. Sometimes sequences have an imperfect layer (which mixes white
and black notes) in which the imperfection may be motivated harmonically. In Example 2.14,
from O Cavalinho de Pau,, the galloping motive29 in the right hand is an imperfect six-layer
six
black-and-white
white sequence. The imperfection happens in the last eighth note of mm. 24, 26 and
28, in the alto voice. The motivation seems to be that in the downbeats of mm. 25, 27 and 29 it is
desirable to have a first inversion C major chord using the E of the tenor melody. Again, there is
no common practice C major tonality realized there, but Villa-Lobos
Lobos is inclined to hint at tonal
elements. In order to arrive on G following the black
black-and-white sequence, the alto notes should
be Bb-A-G.
G. That would mean, at first, that the Bb would be in unison with the top voice, thereby
29

Gorni, “A Prole do Bebê Nº 2.” The dissertation provides an extensive analysis of the tone painting
used in the suite to emulate the animals’ sounds, depict their personality or tthe
he qualities of the material
used for each toy. Nevertheless, some of the descriptions in this work do not find a parallel in her analysis
– as it is the case with the neighing motive in O Cavalinho de Pau.
41

thinning the texture and subtracting an initial dissonance from the motive. Also, the bottom voice
would not comprise the (0,1,2) motive that saturates the passage. This conjecture becomes more
plausible if we analyze what happens with the motive in m. 32. There, where the imperfection
happened before, Villa-Lobos changes it to a perfect black-and-white sequence. The situation
now is much different. The chord in m. 33 is based on fourths (it also includes a first inversion Fminor chord in its top four voices). This chord represents a radical change of sonority from the
previous passage. The change in the galloping motive to a perfect sequence not only prepares the
new sound but also arrives perfectly on the note F, instead of the previous G.
The same piece offers another instance of imperfect black-and-white sequence (Example
2.15, left hand). Here a change of the configuration of colors for each layer takes place as the
sequence unfolds. The four-layer sequence begins, from bottom to top, white-black-black-white.
In m. 77, it becomes white-white-black-white. In m. 78/2 and m. 79/1 it returns to the initial
configuration, followed by one more instance of white-white-black-white. In m. 80, a
substantially longer all-black sequence begins, followed in m 83/2 by a transitional black-blackblack-white instance leading to m. 84, which returns again to the initial configuration. The
concept of sequence is compromised, but the pianist can still use the pattern changes as a
mnemonic device. Also, the changes of pattern often punctuate new phrases in the melodic lines.
Of course, by changing the patterns, the resulting harmonies change, and the effect is similar to
changes of accompanying chords in tonal melodies.

42

Example 2.14. Cavalinho,, mm. 24
24-34
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Example 2.15. Cavalinho,, mm. 69
69-84

Black-and-white
white sequences are present in all pieces of the suite, except in the Gatinho or
Cachorrinho (where nevertheless other forms of black and white distribution are used). O
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Boizinho de Chumbo offers the greatest number – and the greatest variety of forms – of
sequences, and these will be analyzed separately in Chapter 4.
Also common in the Prole do Bebê n. 2 are diatonic sequences of parallel chords. These
passages, in the context of this suite, may also be regarded as all-white sequences, since their
structure and usage is similar to the black-and-white sequences, only every layer is white. They
are less dissonant, but are normally used against non-diatonic layers, which makes the totality of
the sound less tonally clear and more dissonant. These chords may be in fauxbourdon fashion, as
in Example 2.11, right hand, but also chords in fourths, second inversion triads, open sevenths or
others.

Ostinatos
Ostinatos are also a common feature in these pieces. Some of them, like Examples 2.6
and 2.12, are built as black-and-white sequences. These two examples also show a technique
common in Villa-Lobos which is the transformation of the ostinato. At some point, the ostinato
will change or “progress”, becoming a different form of accompaniment. This is clear in
Baratinha and will be analyzed in Chapter 3. The ostinato in O Gatinho de Papelão (Example
2.16A) is nothing but a minor second, and its syncopated rhythm is transformed to conform with
the meter changes of the piece. It is transposed down in m. 14 (Example 2.16B), which is
partially responsible to a change of mood in the following section. In m. 24 it is radically
transformed into a different figure of two minor seconds and also into the descending minor
seconds in the bottom voices (Example 2.16C). In m. 31, it returns briefly as a major second
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figure (Example 2.16D).
). The minor seconds in this piece, including the ostinato, are a portrayal
of a slick, coy, lazy feline,
line, perhaps also emulating its meow.
Example 2.16.. Different configurations of the ostinato in Gatinho
A. Gatinho, mm. 1-7

B. Gatinho, mm. 14-16
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C. Gatinho, mm. 24-27

D. Gatinho, mm. 31-32

According to Salles, the ostinato is “progressively transported in pairs of descending
semitones, i.e. each pair is lowered a tone in the next section.”30 The first pair is Ab-G
Ab (mm. 113), the second is Gb-F (mm. 14--23). In the next section (mm. 24-38),
38), the ostinato is developed
and uses three pairs of notes:
s: the two previous pairs and a third one a tone lower, E-Eb.
E
Salles
affirms that this technique, which he refers to as “semitonal sliding,” is occasionally found
elsewhere in Villa-Lobos’
Lobos’ music. Salles also points to Schoenberg’s concept of semitonal voicevoic

30

Salles, Processos Composicionais
Composicionais, 132-134.
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leading in “wandering chords” resolutions (as observed in Wagner’s works) as a possible
precursor of such technique.
Example 2.17 shows the beginning of O Boizinho de Chumbo.. The ostinato starting in m.
2 keeps constant only its rhythm and general contour. Later on in the piece, a variation of this
triple meter ostinato appears against a new duple meter ostinato, creating a rhythmically rich
texture (see Example 2.19).
Example 2.17. Boizinho, mm. 2-44
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Ostinatos are often in line with the stratification approach of Villa-Lobos’ composition
methods. Gorni claims that the ostinatos in the second Prole “produce a pseudo-polyphony, not
indicated by the notation, but made prominent at the execution – except for the one in O Gatinho
de Papelão, in all others at least two voices are heard.”31

Principles of Harmonic Construction
If triads represent the basic unit that makes up the musical fabric in common-practice
tonal music, for A Prole do Bebê n. 2 these basic chord structures come in many different forms.
While triads are actually used sometimes, they seldom sound alone, but rather occur as part of a
generally dissonant context. If Villa-Lobos practically shuns triads from some pieces (like A
Baratinha de Papel), in others they may be found in two main contexts. The first is forming allwhite sequences or as part of black-and-white sequences. The second way is to have a clear triad
as a lower layer. These are not found in closed position, but with a spacing that allows the bass to
resonate and give a clear harmonic character to the chord. Other layers will sound as “dirty
overtones” to the bass, often with a high level of dissonance (see Example 2.18). Sometimes
octaves with open fifths produce a similar effect.
There are a few other instances of triads that do not conform to the categories above. For
example, a Cb-major chord appears as a part of a more complex structure in Example 2.19, also
from O Boizinho de Chumbo. In situations like this, the triad seems to impart to the total
structure even less of its characteristic sound, in comparison with when they are played openly
spaced in the bass.
31

Gorni, “A Prole do Bebê Nº 2,” 156.
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Example 2.18. Boizinho, mm. 5-88

Example 2.19. Boizinho,, mm. 50
50-52

In Example 2.20, from O Ursozinho de Algodão,, the third eighth note of each measure contains
rare examples of pure triads. Example 2.8 above showed how two different triads are used to
build dissonant polychords.
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Example 2.20. Ursozinho,, mm. 11-4

Seventh chords are even rarer than triads. IIt seems that Villa-Lobos
Lobos prefers using more
radical ways to create dissonant sonorities. Stacking more than three thirds is a resource that may
be occasionally found. The chord seen in Example 2.21 may be ordered in thirds (Bb-Db-F-A(Bb
C#-E-G#). O Boizinho dee Chumbo also offers some instances (see Chapter 4) of chords built this
way.
Example 2.21. Lobozinho,, mm. 131
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A much more widespread way used by Villa
Villa-Lobos
Lobos to create unusual, dissonant
structures is building chords with fourths. Perfect fourths are mo
more
re often used, but tritones may
also be found in such structures, especially when white sequences are involved. About the usage
of fourths, Walter Nery Filho affirms that “Villa
“Villa-Lobos
Lobos organizes the material so it is
impregnated with intervals whose magnitu
magnitudes respond for its dissonant-suspensive
suspensive character.”32
Example 2.22 shows an instance of an all
all-white
white sequence (the longest in the suite) based on
fourth chords, found in O Camundongo de Massa
Massa.
Example 2.22. Camundongo,, mm. 97
97-113

32

Walter Nery Filho, “Estrutura e Organicidade na Peça ‘O Passarinho de Pano’ de Villa-Lobos:
Villa
Um
Estudo Analítico Preliminar,” Anais do I SIMPOM (2010): 509.
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Example 2.22 continued

The opening of O Cachorrinho de Borracha offers an interesting usage of fourths
(Example 2.23). Here, Villa-Lobos
Lobos uses a seven
seven-note all-white
white chord that organizes the white
diatonic collection in fourths. The note D, missing from the initial chord, com
comes
es in the melody
but obeys the fourths configuration. The use of the damper pedal (although unmarked) makes the
whole collection sound together.
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Example 2.23. Cachorrinho,, mm. 11-2

The descending arpeggio suggestive of a neighing horse in O Cavalinho de Pau is a combination
of triads (D# minor, D major) with fourth chords (Example 2.24).

Example 2.24. Cavalinho, m. 34

The following passage, from O Lobozinho de Vidro (Example 2.25), shows a black-and-white
black
sequence that contains structures in fourths. The spacing between the three upper layers is in
fourths, and these layers themselves move down mostly in fourths. Note also the rocket figure at
the end of the passage, also in fourths.

54

Example 2.25. Lobozinho,, mm. 67
67-68

Sometimes a set may still be co
considered
nsidered to be generated from a stacking of fourths, even
if the spacing in fourths is not observed. This is what happens at the end of O Ursozinho de
Algodão (Example 2.26). Here, the broken chord ostinato starting in m. 114 is a four-note
four
chord
based on fourths. Its genesis is made clear, because it results from a fourth
fourth-chord
chord all-white
all
sequence in mm. 110-113.
Fourths are also used in O Passarinho de Pano as a way to harmonize the melody derived
from the folk tune Olha o Passarinho, Dominé (Example 2.27). Melodies sung in parallel thirds
are common in Brazilian folk music, and here Villa
Villa-Lobos’
Lobos’ use of fourths instead of thirds seems
to be one more transformation imparted to the folk tune. The result is at once traditional and
modern.
neral, the resulting harmonic surface is a combination of two or more events. VillaVilla
In general,
Lobos writes in layers, many times of a very different nature. These layers may be triads, fourth
chords, diatonic, chromatic or octatonic melodies, ostinatos of various na
natures,
tures, black-and-white
black
sequences – which are themselves skillful combinations of layers taken from tonally
incompatible pitch collections. As a result, the music is dissonant to some extent, and the great
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variety of combinations of so many different materi
materials produces ever-changing
changing types of resulting
vertical sonorities.

110-119
Example 2.26. Ursozinho,, mm. 110
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Example 2.27. Passarinho,, mm. 78
78-81

Principles of Melodic
elodic Construction
Let us now examine more closely the melodic aspect of the suite. Much of the linear
material of the suite may be explained by some of the devices already investigated, namely
ostinatos and sequences. Some more individualized, tuneful melodies are also scattered
scat
throughout the pieces, and these are of three basic types. The first type is Brazilian folk
melodies33, normally children’s round songs34, which brings the pieces closer to the children’s
universe. The exception is the tune O Rei Mandou me Chamar, which
h is a slave song from the
33

34

The melodies of all folk tunes used in the piece may be found in the Appendix.
Gorni, “A Prole do Bebê Nº 2,”” 173. Gorni lists the children’s songs but not O Rei Mandou me Chamar.
Chamar
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Recôncavo Baiano, a region in the northeast of Brazil. Sometimes the lyrics refer to the animal
portrayed, as in O Passarinho de Pano, which contains the tune Olha o Passarinho, Dominé, and
O Cavalinho de Pau, with Garibaldi Foi à Missa, a song that tells the story of Giuseppe
Garibaldi, the Italian hero who actually also lived and fought in Brazil35, riding a horse to
church. Other times the tunes do not bear any obvious relationship with the animal. For example,
in the pieces A Baratinha de Papel and O Gatinho de Papelão, Villa-Lobos not only uses
melodies which do not refer to a cockroach or a cat (respectively, Fui no Tororó and A Moda da
Carranquinha) but he also avoids the obvious choices of very well-known songs about these
animals (A Barata Diz que Tem and Atirei o Pau no Gato). The folk melodies may appear only
slightly modified or profoundly transformed. A Moda da Carranquinha is stated almost literally
note-for-note (except for slight rhythmic changes), but has a totally distorted tempo marking,
Muito lento, together with the indication molemente (lazily), irreverently referring to the laziness
of the cat (Gatinho, mm. 24-31, 33-40). Garibaldi Foi à Missa is first hinted at in minor,
although the original tune is major (Cavalinho, mm. 17-23), and later in the piece appears in
major, but in a fragmented way (mm. 69-92). Olha o Passarinho, Dominé (Passarinho, mm. 7881, see Example 2.27) also has its mode switched to minor, and is greatly modified. Its intervals
are changed but the contour is preserved, and only the first part of the tune is used. In O
Lobozinho de Vidro, mm. 27-29 seem to refer to the first phrase of the poetic O Rei Mandou me
Chamar. In O Lobozinho, the phrase is modified so that it is built with major seconds; as a result
the boundary interval, originally a perfect fourth, becomes a tritone instead.
Villa-Lobos also uses melodies originally composed for the suite, with a diatonic
structure that sometimes gives them some resemblance to folk tunes. In O Camundongo de
35

For the life of Garibaldi, is a standard source is: Jasper Ridley, Garibaldi (New York: Viking Press,
1976).
58

Massa,, the melody in Eb major in mm. 33-4
4 (Example 2.28), although simply a scale in structure,
is strikingly similar to another of Villa
Villa-Lobos
Lobos melodies, namely the end of the fugue subject in
the final movement of his First String Quartet.
Example 2.28. Camundongo,, mm. 33-4

The melody in Example 2.29 is tonal in nature, but its chromatic ornamental notes disguise the
basic G-minor
minor chord which is the backbone of the tune (see also Chapter 5). Example 2.23 is
another instance of an original tonal me
melody not derived from folk materials.
Example 2.29. Lobozinho,, mm. 122
122-125
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The third kind of melody is also original, but does not have a tonal structure. It may be a
chromatic scale fragment (as in O Boizinho, mm. 5-7), or based on an octatonic scale
(Cavalinho, tenor line, mm. 102-107). The top two lines of Example 2.1 are based on the
chromatic universe, and represent the most striking form of free atonality found in the suite.
The folk tunes used in the suite are all in major keys. They come from a monophonic oral
tradition, i.e., are normally performed unaccompanied. Nevertheless, the melodies are tonally
structured, which means there is an implicit chord progression underlying the melodic phrases
(in some tunes this may be more clear than in others). When Villa-Lobos chooses to use one of
these tunes in a specific section, he never uses this underlying harmony as an accompaniment.
Rather, he uses these melodies as one more layer of a rich fabric, and as already demonstrated
above, these layers have different natures and are often dissonant to each other. This means that
such passages do not share the same kind of triadic tonality original to the tune, but does not
mean that they are necessarily atonal. Chapter 3 provides a close look at how Villa-Lobos uses
the tune Fui no Tororó, and how the different layers interact with each other and with the
imaginary layer of the subliminal harmony of the original tune.
A similar situation occurs with Villa-Lobos’ own melodies. The melody of Example
2.29, which is basically an ornamented G-minor chord, becomes a clashing layer against the
other strata, which configure an F# diminished-seventh chord. Sometimes, the clash is milder or
there is no clash at all, as for instance in m. 8 of the Boizinho (Example 2.30). This is a rare
homophonic passage, with a clear dominant-ninth chord in root position accompanying a melody
which solely contains notes of this chord. The somewhat well-behaved homophony does not last
long, though. The next measure brings noisy A’s to the bass, and the dominant chord ends up
resolving to a major-minor chord two measures later.
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Example 2.30. Boizinho, mm. 7-11
11
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Motivic Development
It is possible to find motivic relationships between melodic (and sometimes harmonic)
elements in the pieces. Although thematic development does not seem to be the guideline of
Villa-Lobos’ compositional plan for the pieces, some simple, direct motivic relationships
nevertheless give coherence to the materials used. Gorni observes that “Villa-Lobos employs
abundant motivic variations, bestowing on the motive a unifying function.”36 Most of the time,
motivic relationships emerge from the folk tune, or some prominent melody in the piece. For
instance, O Boizinho de Chumbo is the only piece that has prominent melodies based on
chromatic scalar segments, and these passages (especially mm. 5-7, 50-54) relate to an
onomatopoeic mooing motive, also chromatic, which sounds throughout the piece.
In A Baratinha de Papel, a three-note scalar motive which is prominent in the first part of
the folk tune Fui no Tororó (see Example 2.31A) seems to have found its way into the structure
of the ostinato (see Example 2.6, stems up), and also into the left-hand melody in mm. 8-12
(Example 2.31B) and the right-hand melody in mm. 23-25 (Example 2.31C). Also, the repeated
notes in the beginning of all original-melody phrases (beginnings of Examples 2.31B and 2.31C)
relate to the repeated notes in the beginning of the folk tune.

36

Gorni, “A Prole do Bebê Nº 2,” 161.
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Example 2.31: Motivic derivation in Baratinha
A. Fui no Tororó

B. Baratinha, mm. 5-12

63

C. Baratinha, mm. 23-25

In O Camundongo de Massa
Massa, the melody in mm. 3-4
4 (Example 2.28) is composed of
repeated notes and a scalar diatonic fragment. This melody appears a perfect fourth below in
mm. 5-6 (Example 2.32A),
), still using the scale of Eb major, not a perfect transposition to Bb
major. Later in the piece, the idea of repeated notes and a diatonic descent aappears
ppears in mm. 30-40
30
(Example 2.32B)) in contrary motion with its inversion, and in mm. 99
99-109 (see Example 2.22),
2.
although Villa-Lobos
Lobos breaks the pattern in m. 109 with a descending third instead of a second.
Example 2.32. Motivic derivation in Camundongo
A. Camundongo, mm. 5-6
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B. Camundongo, mm. 29-40

In O Lobozinho de Vidro,, the melody in mm. 11 to 15 (Example 2.33) delineates a
perfect fourth, with repeating notes marking the interval’s boundaries. The second ascent, after
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insistently repeating the upper boundary, expands the interval to a perfect fifth, its inversion.
Perfect fourths – and to a lesser extent perfect fifths – are important elements later on in the piece
(see chapter 5).
Example 2.33. Lobozinho, mm. 11
11-16
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In O Cavalinho de Pau,, the galloping motive dominating the piece is derived from the
initial motive of Garibaldi Foi à Missa 37 (see Appendix). Villa-Lobos
Lobos actually omits the first
motive when the tune is played in O Cavalinho, but this in absentia motive will certainly play in
the memory of listeners who know the song. Also, the anacrusis to the second phrase, not
omitted, has the same rhythm and same pitch
pitch-class
class set, although it is played on different scale
degrees. The pitch-class
class sets of the Garibaldi motive and the galloping
g motive are actually
different: while the tune starts with a (0,1,3) motive, the gallop starts with a (0,2,4) in the top
line, along with a descending (0,1,3) in the alto line (Example 2.34). In fact, it is the general
ascending contour (reversed only in the alto line) and the rhythm that really remain essentially
unchanged in the motive. Throughout the piece, the galloping motive uses different pitch-class
pitch
sets, including (0,1,5) and (0,1,2).
Example 2.34. Cavalinho, m. 1

A similar situation occurs in O Ursozinho de Algodão. The first anacrusis of the tune
Carneirinho, Carneirão (see Appendix
Appendix) – coincidently, the same rhythm and scale degrees as

37

According to the version of the tune found in Brinquedos de Roda. Some versions give a different
ifferent beginning for
the tune, using C-E-G instead of E-F-G.
G.
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Garibaldi’s – is used in the section just before the first appearance of the tu
tune,
ne, in order to
anticipate and prepare its entrance in m. 75/2 (Example 2.35). About this passage, Marcos
M
Mesquita
esquita affirms that “this linking procedure softens the perceptive impact that would be caused
cause
by the abrupt exposition of new thematic material. It creates links, strong connections at the
moment when it articulates both sections, yielding to the listener a clear and quick transition
between the known and the unknown, the redundant and the novelty.”38
Example 2.35. Ursozinho,, mm. 67
67-76

38

Marcos J. C. Mesquita, “Desconstruindo O Ursozinho de Algodão de Heitor Villa-Lobos,”
Lobos,” OPUS, vol.
12 (2006): 70.
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The beginning of O Cavalinho de Pau (Example 2.36) is a revealing example of motivic
development helping to weave a cohesive fabric. The aforementioned three-note motive (0,2,4),
Gb, Ab, Bb, is reworked into the set of major seconds in mm. 2-3. Note that the set is
untransposed and in the same register. The new figure also relates to the major second found in
the downbeat of m. 1, left hand. The four-note broken chord of the left hand (m.1) generates two
other elements: the trichord (0,2,5) F-C/D unfolds into the three symmetrical major-second
chords in the top staff in mm. 2-3; and the trichord (0,1,6) F/B-C is made explicit in m. 3 by the
removal of the D, and even more so at the downbeat of m. 5, just before it finally unfolds into the
triplets of mm. 5-8. Here the (0,1,6) trichord is untransposed but expands registrally: later in the
piece the same trichord appears transposed and inverted as part of the onomatopoeic neighing
figure in mm. 34, 54 and 130.
Mesquita has already identified a procedure used in O Ursozinho de Algodão which
“deals with the recurrence of small interval cells, creating subliminal nets throughout the piece.
In this context, three elements stand out for their recurrence. These three interval cells permeate
all measures of the work and, in a ‘microscopic’ dimension, give them a characteristic profile.” 39
The first of these cells is an interval of fourth subdivided into a second and a third. The second is
comprised of two contiguous seconds (a three-note scalar fragment), and the third is a pair of
repeated notes. Structures in fourths abound in the piece, and Mesquita demonstrates how these
structures are related to the first basic cell, and more interestingly, that this cell is prominent in
the folk tune used in the piece, Carneirinho, Carneirão. The second cell is also derived from the
tune.

39

Ibid., 72-3.
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Example 2.36. Cavalinho,, mm. 11-12
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Tonal Elements
Despite the ubiquitous high level of freely treated dissonance, the use of non-tonal
elements and pitch collections, and the absence of common-practice triadic progressions, tonal
features abound in the Prole do Bebê n. 2. Diatonic melodies (including folk tunes) and scattered
triads and seventh chords have already been mentioned. In certain passages, pitches are drawn
from diatonic pitch collections. It has already been mentioned how the ostinato of Camundongo
undergoes a transformation when an Eb-major diatonic melody is introduced (Example 2.37).
The ostinato, previously based on a black-and-white sequence, becomes diatonic (and loses the
black and white pattern), based on the same scale as the melody. In other situations, Villa-Lobos
uses quasi-diatonic collections, with added notes or altered degrees, thus hinting at a certain key
while creating an ambiguous tonal atmosphere.
At the beginning of Cavalinho (see Example 2.36), the pitch collection is largely drawn
from the melodic C-minor scale, with added Gb. Of course this ten-note set is greatly extended
from a simple seven-note diatonic scale, but the way Villa-Lobos distributes the notes in the
passage confirms a strong kinship with the C-minor universe: the passage is built over a C pedal;
right above the pedal, a B-diminished seventh chord may be heard; finally, the alto line
unmistakably repeats 3-2-1 motives in C minor. Nevertheless, the passage is unquestionably
ambiguous. The pitch collection of m. 1 may also be heard as quasi-octatonic (octatonic 2 with
Bb replacing A).
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Example 2.37. Camundongo,, mm. 13
13-20

Some structures created by Villa
Villa-Lobos
Lobos are not tonal per se, but their genesis may be
linked to tonality and common-practice
practice voice
voice-leading procedures. In O Gatinho,, the tune A
Moda da Carranquinha is played in Db major. The melody ends with an assertive 5-6-7-1
5
motion (Example 2.38). The passage is not accompanied by a standard V
V-II progression, but
vestigial elements of such progression may be found. The chord replacing the regular V (m.
(m
39/3) contains a C in the bass and an Ab (G#). The tonic chord is replaced by a two-layer
two
chord:
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the tenth F-A
A in the left hand and a chord based in fourths in the right hand. The bass F and the
two upper notes of m. 40 spell a Db
Db-major chord. Considering a pure Db-major
major context, the
motive on which the coda (mm. 40
40-43)
43) is based may be heard as a consonant skip from the last
Db of the melody to Ab, via its upper neighbor Bb. Villa
Villa-Lobos
Lobos masks the procedure by
changing the register for the Ab. At the end ooff the piece, in conformity with the generally
ambiguous tone of the suite, Villa
Villa-Lobos makes that upper neighbor “win”,, and the piece ends
with a unique compound structure: a fortissimo Bb (black note) against its flanking white notes
in triple pianissimo in the almost indistinct confines of the piano’s lower register. It is
remarkable how Villa-Lobos
Lobos creates this play on the upper neighbor by simply changing the
order and voicing of the same chord used in mm. 31
31-32 (see Example 2.16D),
), the short instance
off the ostinato with a major second.
Example 2.38. Gatinho, mm. 39--43
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The coda’s descending third motive is not new in the piece. It was presented in m. 4 and is
remotely related to the folk tune, as shown in Example 2.39. But if in m. 4 the motive is deprived
of any tonal meaning, it gains a totally new connotation at the coda, because of the hint of Db
major as the underlying key.
Carranquinha, tune and reduction
Example 2.39. A Moda da Carranquinha

Some vertical structures in the suite have a functional resem
resemblance
blance with chords in
common-practice
practice harmony. For instance, in O Boizinho,, an inverted German augmented chord in
m. 53 resolves – following tonal voice
voice-leading procedures – into a dominant chord (see Chapter
4). Dominant-like
like sonorities are common in the suite, and some resolve to their respective tonics
– normally a tonic-like
like chord, as the one in Example 2.38 – while others never do. As with the
chords of Example 2.38, vestigial notes and voice leading determine the function of the chord.
Perhaps the most
st important tonal characteristic of these pieces is the prioritization of
pitches. As triadic cadential formulas are absolutely avoided, Villa
Villa-Lobos
Lobos uses other procedures
to establish priorities. A tonal folk tune may establish its tonic as the tonal prio
priority,
rity, as seen in
Example 2.38. The chords of its inherent harmony are not realized, but the melodic structure of
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the tune suffices to establish a tonic. Descending fifth motion in the bass, a cadential figure able
to establish priorities, is used by the composer in many instances in the suite, especially in O
Lobozinho de Vidro (see Chapter 5). As seen in the discussion of Examples 2.36 and 2.37, a
diatonic scale may be used as the pitch repository for a given passage, helping determine a pitch
priority even if the pitches are not used in common practice fashion. Pedal points and strong
basses (normally in low octaves) also help prioritize pitches.
Not every passage has a clear pitch prioritized as its unique tonal center. Again,
ambiguity is the norm in these pieces, and in many situations two pitches may be assigned
priority at the same time. This happens in A Baratinha, where F and C (see Chapter 3) may be
considered priorities in the first section of the piece. In other situations, it is only possible to
perceive a faint priority – if any at all – as in Example 2.1. Like modulations in tonal music, by
shifting priorities Villa-Lobos is able to build effective tonal plans to govern each piece.
Sometimes the relationship between different priorities is very similar to simple relationships
found in common-practice music. As an example, the two first sections of O Lobozinho hint at
Gb major and Eb minor, which keep a close relationship as relative keys. At other times, the
relationship between adjacent priorities is not as close, but as happens with post-Romantic
music, even distant relationships serve to build connections and provide structural plans on
which pieces are based. At other times, the sense of modulation is based on the change of pitch
collection used (as happened in Example 2.14), and together these techniques are able to confer
continuity and diversity to the pieces. The more detailed analyses of individual pieces in
Chapters 3, 4 and 5 will clarify how this kind of tonal plan is used and how it may affect the
overall form of the pieces.
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CHAPTER 3
Analysis of A Baratinha de Papel [The Little Paper Cockroach]

A Baratinha de Papel is the first piece of A Prole do Bebê n. 2. It is perhaps the most
concise and simple of the set. The overall form of the piece is binary (see Example 3.1), being
section I a ternary form itself (ABA’). Section I is governed by an ostinato figure, while section
II is delimited by the folk tune Fui no Tororó. The form of section II is related to the phrase
structure of the song: each of its three phrases corresponds to one of the three subsections C, D
and E. Each phrase also presents a different accompaniment pattern.
Example 3.1. Form chart of Baratinha

I

II

(1 - 52)

(53 - 79)

A

B

(1-18)

(19 - 30)

A’
(31 - 52)

C

D

E

(53 - 60)

(61 - 67)

(68 - 79)

The piece starts with the presentation of the two-bar ostinato discussed in Chapter 2 (see
Example 2.6), which will sound for 54 measures. Besides the segmentation of the ostinato into
black pentatonic and white diatonic superimposed layers, the structure may also be partitioned in
two distinct juxtaposed parts. The first part, corresponding to the first measure, has an ascending
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movement
ent in both layers, while the second – the second measure – reverses the direction. In mm.
7-12 (and its repetition in 37-42)),, only the first part of the ostinato is played. Gorni has already
demonstrated how in these passages the left hand plays exactly tthe
he missing descending part of
the ostinato’s upper layer, verticalizing the horizontal structure of the ostinato (see Example
2.31B).40 Moreover, the first part of the ostinato is a subset of the octatonic scale. The missing
pitches do not appear in the second
ond part of the ostinato, nor is that part nearly octatonic. Instead,
the second part is a subset of the whole
whole-tone
tone scale, excluding its last pitch, Bb. This pitch is
common to the first part of the ostinato, which means that in a succession of ostinatos there
t
will
be an alternation between octatonic and whole
whole-tone sonorities, as shown in Example 3.2.
3.
Example 3.2. Octatonic and whole
whole-tone interaction in the ostinato of Baratinha

In short, this ostinato may be seen as a complex, multifaceted structure in which four distinct
pitch-collections
collections play an important role in either its genesis or its sound.
40

Gorni, “A Prole do Bebê Nº 2,”” 38.
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After the ostinato is played twice, the first phrase begins in the left hand (m.5). The
phrase starts with a repetition of a C and ends in the lowest F of the piano. This descending fifth
movement may easily be interpreted as a V-I progression in a “classic” tonal context, but here it
is blurred and injected with ambiguity for its interaction with the ostinato and a lack of cadential
power in the melody itself. The melody is based on the notes C-D-E-F-G-A. The way VillaLobos constructs the phrase divides this hexachord into two identical trichord types (0,2,4), one
starting on C and the other on F. Both trichords are common to the C and F major scales. As it
happens with the ostinato, the first trichord is ascending, and the second, descending. This makes
more evident the movement from C to F. Example 3.3 shows a reduction of the phrase without
rhythm, repetitions, and embellishments.
Example 3.3. Reduction of the first phrase of Baratinha

The notes B and C# appear in mm. 6-7 as neighboring or passing tones. In m. 13, a
glissando on the white keys takes the melody to the very low register of the piano, closing into
the low F. The note B appears again as part of this ornamental gesture. This B, added to the
hexachord described above, completes a C major scale. A second possible reading for the phrase
is a progression, in C major, from I (m. 5) to IV (reached first in m. 8 and prolonged through m.
18).
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The passage is harmonically ambiguous, as both readings of C or F as tonal center are
possible.41 Other factors come into play to add to this ambiguity: first, the fact that the F is
prolonged for so long, and brought to the low register to resonate for four more measures at the
end of the phrase, which gives it a tonic flavor. Moreover, the Bb that is missing for the
completion of the F major scale is played in the ostinato. In fact, the diminished-seventh chord
E-G-Bb-Db, a subset of the octatonic part of the ostinato, sounds together with the initial C,
giving it a dominant flavor. Of course this chord is just a suggested sonority, as the other notes of
the ostinato blur its clarity. At the end of the section, the composer adds a C to the resonance of
the low F in m. 15. This C surely is a harmonic tone of that F, and of course a part of a supposed
F chord, but when it sounds, amidst such ambiguous environment, the listener's memory gets
immediately reminded of that initial repeated C of mm. 5-6.
This ambiguity between C and F as tonal centers – or C major and F major as basic scales
– brings another possibility of interpretation for this first section: a Lydian scale on F. It
encompasses both the V-I movement and the presence of the B in the melody, as opposed to a
Bb. Lydian is one of the favorite modes of Northeastern Brazilian music oral traditions.42 A hint
of Lydian mode could well be a way found by the composer to develop an authentic national
music.
The first section of the piece ends with the long resonance of the twelfth F/C in the left
hand. After that, the ostinato appears twice alone, as in the beginning, in mm. 19-22. The second
phrase starts in m. 23, now in the right hand. It starts like the first phrase, but at m. 24, something

41

Ibid. Gorni considers C major the only tonal priority of subsection A.
For the use of modality in Brazilian folk music, a standard text in Portuguese is: José de Lima Siqueira,
Sistema Modal na Música Folclórica do Brasil (João Pessoa: Secretaria de Educação e Cultura - Diretoria
Geral de Cultura, 1981).
42
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very different happens with the melody: the line starts to diverge into two voices, the top voice
playing the same (0,1,3) motive found in the ostinato’s top voice (E, F, G), now transposed to
start on C (C, C#, D#). In m. 25, with the splitting into two voices, the perfect fourth A#-D# is
reached. The rest of the phrase is an elaboration of this interval-class. In m. 26, a chord
composed of two perfect fifths resonates like a bell over the melodic line. In m. 27, the idea of
mm. 23-25 is doubled a perfect fourth above, with rhythmic displacement. As a result, the major
second at the end of m. 24 becomes a four-note chord, B, C#, E, F#, which is comprised of three
perfect fourths/fifths (the prime form is (0,2,5,7)), and the next chord is a three-note chord, A#,
D#, G#, a stack of two perfect fourths. The D# in this chord is actually the voice-leading result of
the C# of the previous chord going up a major second, and the E going down a minor second, if
following the model of mm. 24-25 now doubled a perfect fourth above. The bell chord comes
back an octave above in m. 30 to end the phrase. The second phrase may be considered as a twopart phrase, mm. 23-26 and 27-30, linked by the C# at the end of m. 26.43
This section differs a lot from the first section of the piece, partially because the approach
to the construction of the melody is so different. It is not based on diatonic material, but on
interval elaboration and voice-leading procedures. The total collection of the pitches in the right
hand is (A#, B, C, C#, E, F, F#, G#) which is neither diatonic, whole-tone nor octatonic. The
interaction of this set with the ostinato will give 11 out of the 12 chromatic tones (only the pitch
D is missing). Now the search for a tonal center becomes more difficult, and perhaps
purposeless. But the whole section may still be heard as the movement from C to the fourth A#D#, which happens twice. In the second half, F goes to D#-G#. Notice how these poles C and F

43

Compare mm. 23-30 with the first two measures of Bartók’s Mikrokosmos n. 144 (Minor Seconds,
Major Sevenths). In the latter, the intervallic expansion occurs in mirror inversion in both hands.
Interestingly, Bartók’s piece was composed years after the Prole.
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were departure and goal respectively in the first phrase/section. The second phrase, then, is a
movement away from the sound-world of the first phrase. The new goals, A#, D#, G#, have
nothing in common with the diatonic, white-key collection of the first phrase although they are
three of the four pentatonic pitch classes of the ostinato.
After the usual interlude with two ostinatos, we are back to the diatonic world of the
beginning. The first phrase is repeated, almost literally except for its ending. In m. 44, the last
note of the melody (reached by the glissando) is now a D, which is prolonged with some
rhythmic variation. This D only adds to the tonal ambiguity of that phrase, and moreover ends
the section with a feeling of movement and incompletion. After the end of the phrase, the
ostinato is repeated again, this time only once. This is the end of the first big section of the piece,
dominated by the ostinato and shaped as a simple ternary form, ABA’ if we consider the first
phrase A and the second B.
The second and last big section of the piece is characterized by the use of a children’s
folk tune, Fui no Tororó (Example 3.4). The tune is in unambiguous major mode with a clear
tonic at the end. Like most Brazilian children’s folk tunes, Fui no Tororó has a well-defined
underlying harmony, even if normally sung unaccompanied. There is a regular harmonic rhythm
of two measures per harmony, with one exception in mm. 7-9, with three measures. (That
exception also occurs at the repeat, in the first ending.)
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Example 3.4. Fui no Tororó,, tune and iimplied harmony

Villa-Lobos
Lobos makes some changes to the original melody. These include the following:
1) The two sixteenth notes marked X are missing.
2) The repetition of the second part is omitted.
3) The rhythm of the first part (mm. 11-7
7 in Example 3.4) is augmented, giving it a really slow
pace compared to the original lively tempo.
4) The endings of phrases 1 and 3 are prolonged with repetitions of some phrase tones (mm. 5757
58 and 74-79).
5) The last note of the tune, the tonic, is actually delayed and comes only in m. 78, accompanied
by the staccato chords.
The folk melody is set in the unlikely key of F# major. (Being an unaccompanied oral
tradition piece, which key it is written in is not really relevant, but Villa-Lobos’
Lobos’ choice contrasts
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with the majority of simple folk tune transcriptions that use C major or keys closer to it.) One of
the reasons this key may have been chosen is that the pentatonic black-key set is a subset of the
F#-major scale. In mm. 53-60 and 68-76, there is a three-part stratification. The top line is the
tonal melody, in F# major; the bottom line is the pentatonic black set and the middle line is the
diatonic white set. The pentatonic set in the bottom line, although it is a subset of the F#-major
scale, does not function as a traditional tonal accompaniment to the melody. The white-key set is
far more removed from the F#-major universe. It contains the notes of the C-major scale, which
is the most remote key to F# major, six fifths away in the circle of fifths. There is, however, no
C-major functional tonality in any form in that line.
The beginning of the melody is accompanied by the ostinato of section I, which had not
been interrupted or modified (except for sounding in its incomplete form) since the beginning of
the piece. In m. 55 it gets varied for the first time. Villa-Lobos extends the reach of the ascending
figures by one more note, always respecting the white/black key (or diatonic/pentatonic)
disposition of the figure. This version is repeated once (mm. 57-59, with different rhythm) and
then prolonged with the repetition of the white keys F and G and black keys Bb and C# (m. 60).
From mm. 61 to 66, the ostinato disappears completely, and is replaced by chords in
arpeggios and tremolos. From m. 61 to the glissando in m. 66, all notes belong to the same
octatonic collection as the first bar of the ostinato, with the exception of the note Eb. This
“dissonance” to the octatonic sound may be seen as ornamental, as it is a passing tone in the
melody (m. 64) and a trill (mm. 61-63) with two notes of the chord (D and F). It is interesting
that Villa-Lobos set this entire section with an octatonic sound and that, because the
“dissonance” Eb had inevitably to appear melodically as a part of the folk tune, it sounds also as
a harmonic dissonance, as part of the trill. The glissando in m. 66 reminds us of the diatonic
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world of the first subsection (A) of the piece. The fourths in m. 67 remind us also of the role
played by the fourths in the second subsection (B), although the bottom fourth is a tritone.
The next section of the melody (mm. 68-76) is accompanied by a figure remotely related
to the ostinato. It has a different contour but is based on the same topographic idea. Now the
whole diatonic and pentatonic scales are fully represented, but this time the pentatonic one gets a
little more accentuation because of its rhythmic position in the figure. As the figure goes down
and up in a somewhat free fashion, groups of tones related to either the octatonic or the wholetone collections alternate, as shown in Example 3.5.
Example 3.5. Alternation of octatonic and whole-tone sonorities in the accompaniment of
subsection E
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In subsection E, Salles notes that there is a general expansion by semitones of the
intervals between the black and white layers of the accompaniment, and that “harmony is
generated by different regions of resonance.”44 Analyzing the situation in light of black-andwhite sequences, this expansion takes place because the black layer has only five notes, against
seven in the white layer. Example 3.6 below, adapted from Salles45, shows the expansion of
intervals.
Example 3.6. Expansion of intervals in Baratinha, subsection E

The last portion of the figuration (mm. 74/2-76) contains an exception to the topographic
disposition: the bottom part includes a G as an element of the repeated chromatic motive F#-GAb (at the same time that the melody is repeating its ending motive). The repetition of this
chromatic motive in pouco allargando increases the effect of its resolution into the chord in m.
77, which is brilliant and resonantly arpeggiated; this chord immediately “resolves” into the last
chord in m. 78. The chord in m. 77 is partly octatonic (up to the E on the crossing left hand) and
partly built on perfect fourths (from that same note on), making a concise summary of important
events of the piece. In m. 78, the resolution is an entirely octatonic chord, with the tonic of the
melody on top and seven notes of the collection altogether. Naturally, it is a different collection
than the one featured in the ostinato and in the tremolo sections, given that the top note F#, the
tonic for the folk tune, is not a part of that collection.
44
45

Salles, Processos Composicionais, 133.
Ibid., 134.
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This last chord reflects suggestively on events previously heard in the piece. Its octatonic
nature obviously reminds us of previous octatonic elements (the ostinato, the chords in mm. 6166). Also, its three bottom notes, spelling a C major chord, relate to the first subsection. The
upper notes contain an F#-major chord (with an added major sixth). That relates to the Fui no
Tororó section. It is inevitable to compare this chord to the Petrushka chord, also comprised of a
C-major and an F#-major chords combined.
Villa-Lobos’ treatment of the folk tune Fui no Tororó is remarkable. The tune starts in m.
53 with three repeated notes, which recall the repeated notes of the beginnings of the melodies at
A and B (mm. 5, 23, 35), but this time a half step higher. At this point the listener does not
realize the song is being played. Easily recognizable is the presence of the accompanying
ostinato, which carries on the ambiguous and distinctive layered writing to the new section.
Perhaps the melody is recognized only in m. 56 because of the distinctive minor-sixth leap,
which makes for a smooth transition. Curiously, it is around the minor-sixth leap that the ostinato
starts to change for the first time by expanding its range. It is as though the familiarity of the tune
had a liberating effect on the ostinato.
As mentioned above, the folk melody has a clear tonal structure, even if performed
unaccompanied (as it normally is). Let us consider to what extent these tonal implications take
part in this strangely accompanied version of the tune in A Baratinha de Papel. An answer to this
question is far from simple – if at all possible. Nevertheless, an analysis of the interaction
between the folk tune and the unconventional accompaniment may help us understand the piece
and the composer’s style.
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Subsections C and E of the melody are accompanied by the ostinato
ostinato-derived
derived layered
figuration. Subsection D has a chordal accompaniment and will be analyzed lat
later.
er. The registral
parts,, although rhythmically different in each section, are comprised of a bottom black
pentatonic and upper white diatonic layers. It is obvious that there is more tonal affinity between
the melody and the pentatonic layer (because the bblack
lack keys are a subset of the scale of F# major,
the key in which the tune is set) than between the melody and the diatonic layer (which has only
two notes in common with F# major
major). Examples 3.7 and 3.8 delineate the contrapuntal
interaction between the pentatonic
ntatonic layer and the melody in subsections C and E respectively. As
in a species counterpoint exercise, intervals will be numbered from 1 to 10.

Example 3.7. Counterpoint analysis, Baratinha, mm. 53-60
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Example 3.8. Counterpoint analysis, Baratinha, mm. 68-78

Itt is clear from an analysis of E
Examples 3.7 and 3.8 that Villa-Lobos
Lobos does not follow the
conventions of tonal counterpoint. Some instances of regular dissonance treatment occur. In the
examples, neighbor tone figures are marked with N and appoggiaturas with A.. Free dissonance
treatment is nevertheless the rule, as exemplified by the 44-9-4
4 movement at the end of Example
3.7 and the 7-9-9-44 one in mm. 56
56-57.
57. Parallel ninths occur frequently. What is more important
is that consonances are not the structural guide governing the movement of the voices, as
happens with tonal counterpoint. Nevertheless, there is a clear voice exchange marked with a
wide X and a few other instances of consonant motion (10
(10-8
8 in Example 3.7, m. 56; 10-10
10
in
Example 3.8, m.. 69). Parallel octaves, an unconventional consonance movement, also happen
twice.
60, the white layer gains some prominence because it occurs on the downbeat,
In mm. 53-60,
and given its accentuation from the outset, its prominence in the texture is imprinted on a
listener’s consciousness. For instance, at m. 53 the downbeat bass note E makes a consonant
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sixth with the melody’s C#, and similar situations occur in mm. 54, 56, 57 and 59. It is also
interesting to note that most of the consonances formed by these downbeat interactions do not
pertain to either C major of the white layer or F# major of the melody (the exception being the
third B-D# in m. 57).
It is also important to consider how the accompaniment layers contribute to an actual
realization of the harmonies originally implied by the tune. Examples 3.9 and 3.10 below show
the interaction between the two accompaniment layers and the melody in subsections C and E.
Accompaniment notes which find resonance on the implied chords are filled. Non-chordal tones
which belong to the key of F# major are marked with a +. Non-chordal tones which do not
belong to the key of F# major are marked with ++. The latter are so marked for they are further
removed from the tonal sphere of the melody and are responsible for the high degree of
dissonance and “strangeness” of the passage. On the lower staff, which shows the implied
chords, filled notes are chordal tones found in any of the three layers of music, including the
melody; non-filled notes are not realized in any of the layers.
Examples 3.9 and 3.10 show that most of the hypothetical chord tones are realized by the
three layers of music. Nevertheless, this does not mean that one can hear these chords in the
background. This is especially true of the C subsection, with its augmented rhythm and slow
harmonic pace. For instance, the root of the F#-major chord implied in mm. 53-56 does not
sound before m. 56. Nevertheless, some tonal resonances with the folk tune do occur. First,
although the tonic chord is a subset of the black pentatonic layer, Villa-Lobos chooses not to
present the root in the bass in the beginning of the melody. This may have to do with the smooth
transition mentioned above, but it also may mean that his intention is not to make clear use of
this important implied harmony but to keep the subjective, ambiguous tone of the first section.
89

Some harmonies get hinted at in strategic places. In m. 59, after two measures of total denial of
the IV chord by the accompaniment, this chord appears pure and clearly (it is circled in Example
3.9). This is the only real triadic moment of the piece. In m. 70, right after the melody
unmistakably delineates the dominant-seventh chord, the lower line reaches a C#, reinforcing the
root of the chord. Starting at m. 71, the lower layer gives heavy emphasis to the tonic chord
Example 3.9. Interaction between layers in Baratinha, mm. 53-6046

46

For the white layer, F’s have been replaced with enharmonic E#’s in both Examples 3.9 and 3.10, in
order to better reflect their commonness with the seventh grade of the F#-major scale on which the
melody is based.
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tones, hinting at a resolution of that previous dominant. In m. 74 there is another C# in the bass,
punctuating the important and extended last dominant chord.
Example 3.10. Interaction between layers in Baratinha, mm. 68-78

The white layer adds much to the overall dissonant sound of the passage. Besides
containing mostly notes which are strange to the key of the tune, the interaction between the
white layer and the other two lines produces copious occurrences of tritones, which become an
almost constant sound in both subsections C and E. In Examples 3.11 and 3.12, filled notes
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indicate the notes of the white layer which produce tritones (in subsection C, 15 out of 24 notes
and, in subsection E, 18 of 28). The white layer also contributes most to the lack of clarity of the
harmony. Although most of the implied chords are completely realized by the accompaniment,
there are so many non-chordal tones that such harmonies do not really get to sound as
recognizable chords. For instance, in mm. 69-70, where a dominant seventh chord is implied,
there are eleven tones sounding, and at the last dominant, mm. 73-77, the whole chromatic gamut
is used.
Example 3.11. Notes of the white layer that produce tritones, Baratinha, mm. 53-60

Example 3.12. Notes of the white layer that produce tritones, Baratinha, mm. 68-74

In subsection D, Villa-Lobos gives the melody a chordal accompaniment. It is in this
segment that the traditional harmony of the tune is most closely realized. Besides the already
mentioned octatonic nature of the chords, the passage calls attention to its clear dominant pedal
point. The remaining notes of the dominant chord are embedded in the melody or in the
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accompaniment chord. Villa-Lobos extends the dominant for two measures more than the
hypothetical basic harmony implies – easily done because in mm. 65-66 the notes of the melody
are C# and B, root and seventh of the dominant chord. The regular resolution of this dominant to
the tonic chord is only partially fulfilled in m. 67, as the root F# is missing – which resembles a
deceptive resolution.
Perfect fourths/fifths and tritones play a fundamental role in the structure of A Baratinha
de Papel. These intervals originate from the ostinato: the perfect fourth and fifth are respectively
the range of the white and black layers, while the tritone happens between the layers, more
specifically the pairs G-C# and A-D#. Perfect fourths/fifths are closely related to section I. This
interval is related to the ambiguity between the tonal priorities C and F and determines the
intervallic structure of subsection B. The tritone has a wider reach. Surface tritones occur
beginning with the presentation of the ostinato and they dominate section II. A deeper tritone
relationship is found between F#, the key of the folk tune Fui no Tororó in section II, and the C
which starts the three subsections in section I and may be viewed – not unambiguously – as a
tonal priority for the section. This relationship is recalled at the very end in the last chord, which
contains both C-major and F#-major chords. The tritone is also embedded in the relationship
between the white and black layers of the ostinato or derived accompaniment figure, as these
layers are intimately related to the scales of C major and F# major. Villa-Lobos takes advantage
of this relationship in a convincing way. Ultimately, it plays a prominent role in the
revolutionary modernism of the piece. With the interaction of these layers with the Brazilian folk
tune, traditional and modern elements interplay resulting in a fine balance of residual familiar
expectations – manifested by hints at the implied harmony of the tune at strategic places – and
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completely new (at least for Brazilian audiences) sonorities, based on dissonant saturation and
non-familiar contrapuntal interaction.
It was mentioned before that each piece of the Prole do Bebê n. 2 depicts a little toy
animal made of a certain material. Villa-Lobos tries to convey characteristics of both animal and
material with the music. In the case of this origami roach, the paper and its capacity of multiple
creative foldings is well depicted by the ostinato and its multiple layered interpretations. The
insect is linked, in Brazilian culture, to a children’s tale of a melancholic female cockroach who
could never find a husband. The overall slow and sentido (deeply felt, m. 53) mood may be
related to this story. Also, glissandi may relate to the heavy and ungraceful flight of the creature,
and the faster accompaniment of mm. 68-76 gives the impression of an errant and fast
movement, characteristic of the animal. It is inevitable, then, to think that a giant octatonic shoe
puts an end to this frenetic existence and smashes the dreams of our little arthropod in m. 78-79.
Cockroaches are hard to kill, though, and sometimes we have to smash them three times...
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CHAPTER 4
Analysis of O Boizinho de Chumbo [The Little Lead Ox]

O Boizinho de Chumbo is the sixth piece of A Prole do Bebê n. 2. It is longer and more
complex than A Baratinha de Papel, besides more technically and musically demanding for the
pianist. O Boizinho de Chumbo is also one of the most successful pieces in its combination of
traditional and modern elements. Villa-Lobos did not use any borrowed folk tunes in O Boizinho,
but the piece still carries an easily recognizable aura of Brazilianism. Perhaps the most national
feature of the piece is its rhythm, which includes the 3 + 3 + 2 pattern typical of several Brazilian
rhythms (also typical of the Argentinean tango), and different kinds of syncopation. Most of the
melodic lines of the piece bear a typically Brazilian blend of melancholy and sensuality. Despite
its dissonance and chromatic saturation, O Boizinho is perhaps the most clearly tonal piece in the
set. This sense of tonality surely helps convey the Brazilian character, especially because the
implied minor mode is largely responsible for the melancholy mood. Compared to A Baratinha
de Papel and the other pieces of the collection, O Boizinho is perhaps the most abundant in the
tonal elements discussed in Chapter 2, including clear bass progressions, chords built in thirds
and left-hand triads with added right-hand dissonances. The piece also features a more tonaloriented structure on a larger scale. In A Baratinha, key relationships are present (the already
discussed tritone relationship between the pitch priorities C of its first section and F# of the folk
tune) but are more closely related to non-tonal elements (the tritone in question may be related to
the tritone sonorities present in the non-tonal ostinato). In contrast, in O Boizinho key
relationships are more traditional and create a convincing “tonal path” resembling tonal late
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Romantic works, even if triadic harmonies are not necessarily realized. This chapter will focus
on tracing this tonal path, along with elucidating how the tonal features of the work interact with
the modern language of the composer. Example 4.1 charts the tonal path described in the text; the
harmonic analysis reflects the bass movement, and chords are not necessarily realized.
Like most pieces in the set, the form of O Boizinho is unique in the sense that it does not
easily conform to standard models. If only shape is considered, the piece has two well-defined
parts (mm. 1-30, 31-76), with identical beginnings, a crescendo in complexity and volume to a
climatic triple fortissimo section and a quick dissipation of tension. Nevertheless, binary form is
not the best way to understand the piece. The two parts are clearly divisible into well-defined
subsections, creating an overall rhapsodic feel. And, most importantly, both parts start with the
exact same material, resembling a rondo structure. Example 4.2 provides a form chart for the
piece. The two main sections are marked parts I and II, and the subsections are labeled with
capital letters. Because of the identical beginnings, the first subsections of parts I and II are
labeled A1 and A2.
The piece starts with the lowest note on the piano. This repeated A in dry staccato sets the
beat and goes on for four measures. Later on, this element will be formally important. The right
hand joins this pulse in m. 2, with a broken Bb-minor chord plus an added major second, C. The
one-bar structure repeats once identically, but at a second time the repetition occurs with a
different chord, a C-major dominant with a minor second. This change is obtained by simply
sliding the higher voice, F, to E. This motive may be considered a rhythmic ostinato, as the
harmony and melody change while preserving the same rhythm. The melodic contour of the
broken chord will also be important later on in the piece.
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Example 4.1: Boizinho,, tonal chart
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Example 4.2. Boizinho, form chart

A1
(1 - 13)

I

II

(1 - 28)

(28 - 76)

B

A2

C

coda

(13 - 28)

(28 - 49)

(50 - 63)

(63 - 76)

The rhythm of the ostinato is a variation of the tango rhythm 3 + 3 + 2. Villa-Lobos
simply adds a syncopated rhythm on beat one (the outcome is 1 + 3 + 3 + 3 + 2), with a resulting
¾ meter. Still, Brazilian listeners easily identify the rhythm of the piece with the tango.47
Although there is historically a Brazilian tango, it is the Argentinean tango which became famous
and is still being played, composed and danced throughout the world. To use the tango may have
been a reference to another famous Argentinean product for exportation – and symbol of national
identity – its bovine cattle and, tragically enough for our protagonist, some of the best beef in the
world! The tragic nature of the ox – destined to be slaughtered – and the calm melancholy of its
expression, with deep eyes and lowered ears, may also be the reason for the sad tone of the
melodies, and the tragic outbursts of the fortissimo sections of the piece. Several accounts also
link the overall dense atmosphere of the piece to the weight of the ox and the density of the
lead.48
It is remarkable that Villa-Lobos presents the harmony of Bb minor – which will prove to

47

This statement comes from my personal experience with performing the piece for several years in
Brazil.
48
Gorni, “A Prole do Bebê Nº 2,” 100-101.
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be the key of the piece – over its leading tone. The A is so low that the clash is not as harsh as it
could be, but the dissonance is still perceptible. Villa
Villa-Loboss turns the piano into a percussion
instrument, and that A is more a noise than a tone, which likely was Villa
Villa-Lobos’
Lobos’ intention. A Bb
instead of the A, although still very low, would be heard as part of the chord. But this reveals an
important aspect of thee dissonance system of the piece: many chords may be considered as a
stacking of thirds.. Example 4.3 is a reduction of some of the chords from the beginning of O
Boizinho,, showing the structure in thirds (the pass
passage
age may be found in Examples 2.17
2. and 2.18).
The first chord of the piece (m. 2) would be Bb
Bb-Db-F-A-C,
C, and the second (m. 4), A-C-E-(G
A
missing)-Bb-Db. This system of chord building helps to give a tonal character to the piece. The
composer often makes clear, by a chord’s voicing, that this chord is actually a root position triad
with many “dissonant overtones”. See, for instance, Example 4.3C . It is an Eb-minor
minor chord
(played clearly by the left hand, as the core of the chord), with 7th, 9th, 11th and 13th added in
upper voices. Similarly, in Example 4.3
4.3D (see also Example 2.18), a clear C major is played by
the left hand, with 7th and 9th in the right hand. Measure 5 (Examples 2.18, 4.3
4.3C)) is particularly
interesting for it may also be considered a bitonal measure: the “overtones” are actually
actua the Bb
minor 9th chord from the ostinato in the right hand against the new harmony, Eb minor, in the left
hand. This is perhaps a combination of Milhaud’s bitonal techniques and the style of Debussy,
who would present the same material with ever
ever-changing harmonic colors.
Example 4.3. Third-based
based chords in Boizinho: A: m. 2; B: m. 4; C: m. 5; D: m. 7
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The next important element of the opening section is the actual melody, which starts in
m. 4. It is comprised of two parts, the first being a chromatic descent from A to E. This descent
occurs against the Eb-minor chord (iv of Bb minor) in the left hand. Perhaps Villa-Lobos’
intention was to represent the ox’s tragic fate, given that slow chromatic descents in minor mode
are, since the Baroque period, a conventional figure for suffering. The second part of the melody
is an ornamented diatonic descent from C to Bb to Ab to G, set against a prolonged C-major
dominant harmony. This chord is V of v in Bb minor, which may explain why the pentachord
used in the melody (G-Ab-Bb-C plus the ornamental tone Db) is a subset of F minor. The rhythm
of the melody is very characteristic of Villa-Lobos, especially in the Prole 2, with abundant
displacement, syncopation, and polyrhythms. Also note in m. 9 the brief return of the percussive
noise.
Minor seconds have been essential so far. There were four instances of structurally
important minor seconds (as an interval class): the clash between the tonic Bb and the percussive
noise, A (m. 2); the semitone voice-leading F-E, which transforms the chords of the ostinato
(mm. 3-4); the chromatic melody (mm. 5-7) and the minor second between Db and the nontriadic tone C in the ostinato. This interval proves to be structurally significant throughout the
work (not considering the trivial diatonic minor second).
In m. 11, there is a clash between the Ab in the melody with the A in the F major chord in
the left hand. Harmonically, the preceding dominant chord (V of v) may resolve to v or V. The
melody still represents the realm of v, while the left hand stands for the resolution to V, as in a
half cadence. Despite the harmonic ambiguity, the term cadence is still applicable because it is
the actual end of the melodic phrase, although other layers of the music progress towards the
next subsection, B (mm. 12-13).
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The transition between the end of the melody in m. 11 and the melody of m. 12 is one
example of Villa-Lobos’
Lobos’ characteristic topographic division of the keyboard into black and white
keys. In the right hand of m. 11 of O Boizinho de Chumbo, Villa-Lobos
Lobos uses the technique to
create a black-and-white
white sequence that links two clear harmonies using a rich sonority,
chromatically saturated and filled with dissonances. This sequence, shown in Example 4.4 (see
also Table
le 4.1), is composed of three layers, two white and one black. Each of the layers is
composed of a four-note
note subset of a pentatonic scale. The notes of each of the two lower layers
also form a minor chord with a minor seventh. The driving rhythm, marked crescendo
escendo and
animando, helps to give a goal-oriented
oriented character to the sequence. The left hand adds
directionality with a chromatic movement in its top two voices in contrary motion to the right
hand, at the same time blurring the harmony with the flurry of activity. The bass stays on F,
perhaps signifying that all this sequence is nothing but a prolongation of the dominant chord.
This dominant resolves not to the tonic chord, but to a highly modified and complex Db-minor
Db
sonority (in Bb minor, Db minor is iii, a distant key), composed
sed of a clear Db octave in the lower
register, a melody in the right hand derived from mm. 88-10
10 in octaves filled with the tones Gb
and Ab (the normal 5th of Db minor plus an added 4th), and a chordal filling in the left hand based
bas
on the harmony of Fb major. This layer is rhythmically independent from the melody, creating a
rich counterpoint.
point. In m. 13, the sonority become
becomess still more intricate, with the appearance of a
Gb-augmented
augmented chord in the right hand and the left hand playin
playing
g chords of fourths.
Example 4.4. Analysis of the first black
black-and-white sequence in Boizinho,, m. 11, right hand

101

Black-and-white sequences like the one in m. 11 appear eight other times in the piece.
Besides having a potential driving force, these devices are very pianistic. They are also used in
most pieces of the Prole 2, and in some other important piano works of Villa-Lobos, like Ciclo
Brasileiro. All sequences are formed by two or more layers, and each layer is often based on one
scale or chord. Chapter 2 showed how, in A Baratinha de Papel, the ostinato motive may be
considered a short two-layered sequence, crystallized by its own obstinate repetition. In O
Boizinho, black-and-white sequences prove to be important devices in the creation of complex
textures and rhythms; moreover, like tonal sequences, passages featuring such sequences
represent important transition, prolongation or connection material. Table 4.1 shows an analysis
of the structure of such sequences used in O Boizinho de Chumbo. Under the column
“Consistency,” a sequence is considered perfect if all its layers are consistently black or white. If
a sequence is imperfect, the layer that contains the imperfection is stated in parentheses. Some
pentatonic scales shown are incomplete by one tone.
On the third beat of m. 13, a chromatic motive in the lower register interrupts the phrase,
signaling the beginning of the new subsection B. This motive is the imitation of the ox mooing.
In the next two measures, the mooing motive ends on a long G and is answered (by another
ox/cow?) a fifth up, leading to the prolonged open fifth G-D. The bovine creatures modulate their
voices up, and in mm. 15-17 the long notes are A# and G#.
Against the moo motives, there is a new black-and-white sequence in the right hand. This
time, the distribution of black and white notes is not perfect, but apparently the motivation for
the structure is still topographic and technically it fits well in the hand. Villa-Lobos was not a
virtuoso pianist, but he had a natural facility with the instrument and this passage exemplifies the
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Number

Location (mm) Layers Pitch content per voice

Direction

Consistency

1

11/2 - 11/4, RH 3

L1 (B): pentatonic 6 (Ebm7
chord)
L2 (W): pentatonic 0 or 7
L3 (W): pentatonic 5 (Dm7
chord)

Ascending

Perfect

2

14/1-19/6, RH 4

L1 (W): FM chord
L2 (B): D#m chord
L3 (V): Bm and GbM chords
L4 (W): Em chord

Up-down-up Imperfect (L3)

3

18/3-19/6, LH

L1 (B): pentatonic 6
L2 (W): E-F-A-B-C

Ascending

4

20/1-25/3, both 4
hands

L1 (W): G7 chord
L2 (B): pentatonic 6 (Ebm7
chord)
L3 (W): E-F-A-B
L4 (W): pentatonic 5 (Dm7
chord)

Descending Perfect (except
for missing first
note of L2)

5

39/1-41/4, RH 4

L1 (W): Em7 chord (plus A at
the very end)
L2 (B): pentatonic 6
L3 (W): pentatonic 5
L4 (V): pentatonic 3

Undulating

Imperfect (L4)

6

45/2-46/2,
middle staff

L1 (B): Db-Gb-Ab
L2 (W): C-F-G

Ascending

Perfect

7

47/2-49/4 (D#), 4
RH

L1 (W): pentatonic 5
L2 (B): pentatonic 6
L3 (W): pentatonic 7
L4 (V): hexatonic 2

Descending Imperfect (L4)

8

58/1-61/2, RH 5

L1 (W): Bø7 chord
L2 (B): pentatonic 6
L3 (W): G7 chord
L4 (W): E-F-G-B
L5 (W): D-G-A

Ascending

9

61/1- 62/3, LH 2 (in
8ves)

L1 (B): pentatonic 6
L2 (W): G7 M9 chord

Descending Perfect

2 (in
8ves)

2

Perfect

Perfect

Table 4.1: Black-and-white sequences in Boizinho
Key: L: layer; B: black; W: white; V: variable; the number after “pentatonic” or
“hexatonic” indicates the initial note of the normal form of the scale

103

mastery of his pianistic writing. There may be a plausible explanation for some of the changes
that make this sequence not perfect. When the oxen are crying in G-D, the Bs and Ds of the right
hand sequence are natural, and when they change to A#-G# (enharmonically, Bb-Ab), the B's and
D's are flat. This provides additional evidence of tonality and triadic construction as an
underlying system in Villa-Lobos' compositional techniques. The upper voice also conforms to
the harmonic change of the bass, but in a different and ingenious way: when the sequence goes
up, it may be heard as an E-minor chord with preceding ascending minor seconds (as individual
lower appoggiaturas); and when it goes down, the notes of the E-minor chord become upper
appoggiaturas for a D#-minor chord. There is no note change necessary for this to happen. Of
course the chords delineated by this upper voice are not exactly the ones suggested by the bass,
but they are close relatives.
In mm. 17-19, the black-and-white sequence assumes a new rhythm in the right hand, and
proceeds up to the top register of the piano, culminating in the B-minor chord at the downbeat of
m. 20. The left hand also adds to the texture, leading from A# and G# (mm. 17/3 - 18/3) through
its own black-and-white sequence to the notes F#-C (m. 19/5). To complete the motion, a fast Eminor seventh arpeggio (E minor is also present in the top voice of the right-hand black-andwhite sequence beginning m. 14) takes the left hand to D, the third of the B-minor chord in m.
20. This B-minor chord becomes the starting point of the descending black-and-white sequence
seen in Example 4.5, which this time ends in Db major (m. 25/3) and slides chromatically to Bb,
thereby ending the first big section of the piece.
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Example 4.5. Boizinho, mm. 20-28,
28, showing the B
B-minor
minor chord prolongation and B-Bb-A
B
motion

To summarize, subsection B suggests B minor, a far removed key from the initial BbBb
minor realm, as its background “key area”. Therefore the subsection A1 may be considered as a
statement of Bb minor followed by a “modulation” to B minor. Although a real modulation to B
minor is not actually realized, not even with a cadential descending
descending-fifth
fifth bass movement, there
are many hints that there is a shift towards this “minor Neapolitan” zone. Besides the mooing
fifths G-D in mm. 14-16
16 and the E
E-minor arpeggios in mm. 14-19
19 (representing respectively VI
and iv of B minor), viiø7 of B minor is hi
hinted by the moos in mm. 16-17.
17. This sonority is
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prolonged and finally resolves in m. 20, to an actual B-minor chord. This chord is the triple
fortissimo climax of the whole section, whose instability and forward drive is enabled by the
black-and-white sequences in mm. 14-20. B is the upper leading tone in the initial key, Bb minor,
and this B resolves back to the tonic Bb in m. 26. The black-and-white sequence in mm. 20-25
serves to prolong B minor. After the original tonic Bb is reached and repeated seven times in
syncopation, the lower leading tone A is heard (m. 29). The resulting B-Bb-A motion is one more
instance of structural minor seconds. This close relationship between the tonic Bb and its lower
and upper leading tones plays an important role later on at the coda, when the tonic is prolonged
by a succession of lower leading tones A resolving to the tonic Bb, followed by an upper leading
tone B resolving to the final tonic Bb.
In m. 29, the lower register A of the piano brings back the pulsating noise of the very
beginning of the piece. The tempo is faster but a rallentando takes it back to tempo primo, and
eight beats later the ostinato of the beginning is heard again. In m. 34, a tenor melody is
introduced, which incorporates the mooing motive. It is as though the ox itself is singing. The
melody contains both chromatic and diatonic elements. In m. 39, the mooing motive expands the
melody up to Db, then descends through a Bb-minor broken chord with the passing tone C (the
same notes of the ostinato!). This is repeated and in m. 41 the mooing motive reaches a higher
note, Gb, then descends octatonically to an F (the only missing note to complete the scale is A).
A new gesture (mm. 43-44) reinforces the F and then in mm. 45-46 an ascent of minor second
gestures (also a black-and-white sequence) takes the melody to a high Gb-F, now in fortissimo
octaves. This initiates a descent to the low Bb in m. 50, through a mostly diatonic scale on white
notes with the chromatic tone Eb added. The rhythm is, as usual, rich and full of syncopation and
metric dissonance.
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At first the melody described above is accompanied by the ostinato of the beginning. In
m. 39 the right-hand
hand accompaniment changes to a roughly black
black-and-white
white sequence (the
(th bottom
voice does not fall into a black or white pattern, although it is a perfect pentatonic scale Eb-F-GEb
Bb-C) with little directionality. By an ingenious “black
“black-and-white
white coincidence,” this sequence
becomes the original ostinato in m. 42 (see Example 4.6). Note how Villa-Lobos
Lobos modifies the
sequence at the penultimate note in m. 41 – if he was to follow exactly the sequence, the top note
should read Cb and not A – so that the sequence falls naturally into the notes of the ostinato,
which goes on from mm.. 42 to 44. Example 4.6 shows the transition from the black-and-white
black
sequence to the ostinato. The descending minor second motives in mm. 45
45-47
47 are accompanied
by glissandi and fragments derived from the ostinato. The descending scale in octaves, mm. 4747
49,
9, is accompanied by another roughly black
black-and-white
white sequence (again, one component of the
sequence is not entirely black or white, more precisely the individual notes after each three-note
three
chord). Note how the composer marks the melody fortissimo but the sequence only piano. Its
role is more to provide ambiance and timbre than to be heard as chordal accompaniment. Perhaps
it represents the sonority of a cowbell.
Example 4.6. Black-and-white
white sequence transitioning to ostinato in Boizinho,, mm. 41-42
41

As a third layer to this passage, the bass in mm. 35
35-45
45 alternates between a low Eb and a
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low Bb. Although it is a trivial movement of iv - i in Bb minor (or i - v in Eb minor), the upper
voices belie the simplicity of the progression. As in the first section, the upper voices may be
seen as saturated overtones over root notes in the bass. The difference is that in the first section
the chords were spelled in a more identifiable way by the left hand; now all that remains is the
root. Again, granted by the writing in layers, there is an almost bitonal feeling (see for instance
m. 35, with Bb minor in the ostinato but Eb in the bass). In mm. 39 and 40, the same melody is
played over Eb and Bb. The melody is basically a Bb-minor chord, so there is a feeling of
resolution when the bass is actually Bb. To add to the ambiguity of the passage, the notes Eb and
Bb are played together from time to time (in association with the note F of the melody), in a
fourth layer of the texture. In mm. 45-46, the bass changes to Ab-F-Bb, as the melody and
glissandi expand to reach the zenith in m. 47. This Bb-Ab-F-Bb may be considered a i-VII-V-i
movement in Bb minor, although one cannot find actual triads over these roots. Nevertheless, the
sense of an authentic cadence in Bb is unmistakable. Measures 47/2 to 49 may be considered a
prolongation of that tonic chord, or a post-cadential extension, as the left hand culminates in an
octave Bb that will initiate the next subsection.
Subsection C, starting in m. 50, is closely related to the beginning of the piece, which
reinforces its formal kinship with a rondo. The ostinato is now stated in a modified version in the
low register. Its rhythm is basically the same. It has only two voices, and the top voice is actually
the bottom voice of the original ostinato, only with a minor second (Cb) instead of a major one
(C). The bottom voice mirrors the minor second motion of the top voice, but it is absent in the
diatonic turn on the third beat. As in subsection A1, there is also a soprano melody, again divided
in two parts, one chromatic and one diatonic. Villa-Lobos introduces to the texture a third
element, a new ostinato in the right hand. From m. 50 to 53 it has the static harmony of Cb
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major, but the ostinato goes on with changing harmonies until m. 61. This new ostinato actually
takes over the passage, as the original ostinato in the bass only survives until m. 53. The
rhythmic dissonance (besides the pitch dissonance) created by the two ostinatos together is quite
remarkable. While the original ostinato is a three-beat unit, the new one is only two beats long,
bearing the real tango rhythm 3 + 3 + 2. The ever-syncopated ox lament floats over this rhythmic
blur (see Example 2.19).
When the chromatic line reaches the D in m. 54, the bass ostinato disappears, the
harmony of the new ostinato changes to Bb major with minor second (with a pronounced minor
second Bb-Cb). The bass comments with a moo up to Ab, then down chromatically to a Gb; this
coincides with the start of the diatonic part of the melody, now played by the left hand (still as
the top line). A new bovine commentary lands on an Ab (m. 56), and, in mm. 58-61/2, the
melody and tango ostinato engage in a new black-and-white sequence which takes the right hand
up to the G-major chord with major seventh in m. 61/3. The top and bottom voices of this chord
(octave) slide down B-Bb-A (the same motion that occurred in mm. 25-28), repeat this once, and
then change to B-Bb-Bb, as if the line could not get down again but had to stay on the Bb to
reaffirm its tonic status, which is further emphasized by the repetition of the Bbs, now with the
inner voices removed. The bare octaves, in crescendo and allargando, prepare for the following
climatic coda.
Starting in m. 58, while the right hand plays the black-and-white sequence, the left hand
has insistent short moos that lead to the minor second G-F#. In measure 60, this melodic interval
is rearranged and becomes a chordal inner voice which yields a new black-and-white sequence,
from m. 61 all the way to the low F on the last beat of m. 62. This F, which interrupts the
pentatonic black layer of the sequence, is strategically placed between a Bbb (A) and an Eb,
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suggesting a dominant seventh chord in Bb. Although the right hand is already anticipating the
tonal center Bb on this last beat of m. 62, the Bbb (A) - F - Eb - (Bb + D) bass progression may
be heard as a cadential V7 - I movement. Instead of a pure tonic chord, the downbeat of m. 63
bears a triumphant major-like sonority containing seven different pitch-classes.
When considered as a whole, the subsection C has a tonally oriented layout. The bass
starts in Bb, although the new ostinato (being a Cb-major chord) fails to add anything to a
standard Bb-minor or major sonority, creating a bitonal sonority. Together, the dyad A-Cb in the
left hand and the Cb chord spell a German augmented-sixth chord in the key of Eb. Although the
chord is “inverted,” the voice leading actually conforms to common practice, and it resolves to a
Bb-major dominant chord in m. 54. The bass soon changes to Gb and Ab. The added ninth of the
ostinato, together with the Ab in the bass, gives this Bb-major sonority a dominant feel. Instead
of resolving to conventional Eb major or minor, the seventh in the bass leads (as it “should”)
down to G, but there is no actual Eb in the resolution (downbeat of m. 58). This chord is
basically a continuation of the ostinato, plus the melodic E which slides down to D. The
following black-and-white sequences and moos in the left hand are more like gestures
representing some kind of “G sonority” than clearly tonal referential elements (although such
sonority refers back to a similar G-based sonority in m. 14). Notwithstanding, this passage has a
directional quality in leading to the quasi-cadence in Bb major in m. 63.
The coda (mm. 63 to 76) presents both the climax (mm. 63 to 66) and the closing of the
piece. The climactic passage (see Example 4.7) plays with the Bb/A relationship in the bass and
has four layers. The outer layers are octaves in the extreme registers of the piano. The upper
inner register is a slower version, in octaves, of the mooing motive. The lower inner layer is a
counter-melody supported by thick chords, alternating between a more diatonic and a more
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chromatic measure. The whole phrase feels polytonal (for a lack of a better term, as each layer is
not in a clear tonality) and the chromatic saturation is substantial; but aagain,
gain, the bass movement
seems to be reinforcing Bb as a tonal center, functioning conventionally as a post-cadential
post
extension.
From m. 67 to the end, there is a stripping down of tthe
he exuberant texture, and the climatic
material gets liquidated to its essence. Two elements remain: the mooing motive, indicating that
our ox is still alive, sad and alone; and some selected sounds from the tone mass of m. 63, just
enough to ensure the listener
stener that Bb major with some dirty tones is undoubtedly the ox's
“home.”
66
Example 4.7. Boizinho, mm. 63-66
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Example 4.7 continued.

To summarize, the tonal structure of the piece comprises: 1) the establishment of Bb
minor as a key area and a “modulation” to the minor Neapolitan B minor, starting in subsection
A1; 2) a subsection (B)) based in this new key; 3) a return to Bb minor by semitonal sliding in the
beginning of subsection A2;; 4) a prolongation of the original key, albeit with “transitory
modulations” hinting at secondary tonal priorities like Eb (iv) and G (which had an important
role in the modulation process between A1 and B);
); 5) a final confirmation of Bb as the tonal
center of the piece through the “cadence” in m. 63, only that the major mode is now chosen, as in
a triumphant “Picardy third” ending; and 6) a coda prolonging this Bb-major
major key. The minorminor
second relationship between the main key centers Bb and B is reflected at various structural
levels and occurs in both horizontal and vertical dimensions, creating a highly unified musical
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fabric. Of course the concepts of key, modulation, mode and prolongation are loosely employed
in this analysis, given the nature of the music. The geniality of the composer resides in the fact
that these traditional concepts, so closely related to common-practice music, are combined with
advanced ideas and sonorities, creating a cohesive and purposeful result.
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CHAPTER 5
Analysis of O Lobozinho de Vidro [The Little Glass Wolf]

The ninth and final piece of the second Prole do Bebê is O Lobozinho de Vidro (The
Little Glass Wolf). Like other pieces in the collection, it defies classification, but hybridizes
features from different genres and forms. This lively and virtuosic piece resembles a toccata,
with a constant movement in sixteenth notes or eight-note triplets; the moto perpetuo is also
largely responsible for the piece’s tension. In terms of form, O Lobozinho bears rondo and
ternary form characteristics49, besides an overall rhapsodic expression also related to the toccata
genre. The analysis will proceed in two stages: the first shall discuss the overall form and the
related use of dissonance and textural layering; the second shall focus more deeply on tonal
strategies.
The piece starts with a quintessential toccata section, featuring superimposed hands
playing repeated sixteenth notes. This idea will be repeated more or less modified throughout the
piece, alternating with contrasting, more melodic passages. Although not thematic per se, the
repeated-note idea is strong enough to be easily recognizable, and its constant return resembles a
rondo. The opening measures are representative of both the animal and material depicted. The
repetition of notes reminds us of the fragmentation of glass when it is broken, or perhaps the
fragmentation of images through a multifaceted glass object. The crescendo in dynamics, tension
and dissonance level created by the constant aggregation of notes to the initial B forming an
eight-note chromatic cluster sets up a sense of terror. Wolves populate children’s stories and they
49

Gorni, “A Prole do Bebê Nº 2,” 132.
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are always terrifying, mean carnivores feared by every little Brazilian child, even though they do
not exist in Brazil. Not only the first section but most of the piece depicts the strength,
dynamism, terror and wildness of the Lobo Mau (Big Bad Wolf).
Table 1 shows the alternation between R (repeated-note sections) and E sections
(episodes).
A

R1 (1-10)

E1 (11-16)

(1-47)

R1 (17-26)

E2 (27-31)

R1 (32-41)

E1 (42-47)

B

R2 (48-61)

E3 (62-73)

(48-133)

R3 (73-76)

E4 (77-82) - E3 (83-94)

R3 (95-98)

E4 (98-103)

R4 (104-112)

E5 (113-121) - E6 (122-133)

A’

R1 (134-143)

E1 (144-149)

(134-164)

R1 (150-159)

E2 (160-164)

Coda

R5 (165-177)

E7 (178-181)

Table 5.1. Form chart of Lobozinho

From Table 5.1 we also recognize how the piece is also in ternary form. The first three episodes
enter after an R1 section. E1 and E2 bear some important similarities, like the maintenance of
the layered structure with a low octave, repeated tenor chords, a chromatic counter-melody and a
well-defined diatonic melody in the soprano. The third episode is actually a repetition of the first
E1, which gives this first section (A) an even more unified feel and creates a ternary form itself.
A long section (B) follows, consisting of different R sections and new contrasting episodes. R2,
R3 and R4 are quite different from R1, especially because these do not feature the cluster built
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up by note addition featured in R1. R3 and R4 have a different rhythm – triplets instead of
sixteenth notes. When R1 starts in m. 134, the listener is reminded of the beginning of the piece,
and in fact hears a shortened version of the initial section A, now without the return of R1-E1.
The piece ends with a short coda also based on an R section preceding a contrasting one.
As in O Boizinho de Chumbo and A Baratinha de Papel, texture stratification and
keyboard topography are defining factors in O Lobozinho’s compositional style. The relatively
simple idea of black-and-white sequences is here used either in its basic form or expanded into
new possibilities. Measures 102-103 (RH) is the only instance of a perfect black-and-white
sequence, and mm. 126-127 (LH) contain an imperfect one (see Example 5.1). Nevertheless, the
principles behind these sequences – topographic division of the keyboard and stratification of the
texture in layers – are widely used in modified forms throughout the piece. Section R1, for
instance, presents the expansion of one note, B, into a chromatic eight-note cluster Bb-F by note
aggregation. In m. 6, when black notes start to be added to the mass, the hands immediately
divide into white (RH) or black (LH) notes played separately. The nine-note figure cascading
into the return R1 in m. 16 (and the ten-note one in m. 47) are clearly divided into a black top
and a white bottom. The same kind of division happens even more explicitly with the arpeggios
found in section E4 (see m. 77).
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Example 5.1: Black-and-white
white sequences in Lobozinho
A: mm. 102-103 (RH)

B: mm. 126-127 (LH)

In O Lobozinho, Villa-Lobos
Lobos further expands the idea of compositional layering
discussed above in O Boizinho.. In some instances the layering proper is not clearly defined, e.g.
in mm. 69-70,
70, where there are sometimes two and sometimes three black layers. Generally, the
t
notion of perfectly black or white layers clearly taken from simple pitch collections (scales,
chords) gives way in O Lobozinho to a looser black or white organization in which layers exhibit
more complex pitch structures. Exa
Example 5.2A shows a passage comprising six different layers
(one is doubled at the octave). The top layer starts as a scale taken from G major – one black
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note – but changes into a C major – totally white – scale when the F becomes natural in m. 66.
The layerr immediately below is composed of two tetrachords, both octatonic in nature but not
subsets of the same octatonic scale: D
D-Eb-F#-G# and Bb-B-C#-D.
D. This layer is not exclusively
black or white. The following layer, B
B-C#-E-Gb-G-G-Bb, is quasi-octatonic
octatonic (with
(wit the exception
of the note Gb). The left-hand
hand layers, in reverse direction, are taken from the C-major
major scale,
except that two of them start with a black note. Section E4 also presents a similar situation (see
Example 5.2B).
). Three of its six layers are purely black or white, and three are composed of
mixed colors and more or less complex structures.
Example 5.2.: Layering in Lobozinho
A: mm. 62-67, layers numbered

118

B: mm. 80/4-82,
82, layers numbered

In O Lobozinho de Vidro there is no direct citation of folk tunes. The melody in section
E2 (mm. 27-31), however, seems to be derived from the slave song O Rei Mandou me Chamar,
Chamar
(see Example A.6 in the Appendix), which Villa
Villa-Lobos
Lobos later harmonized for the song collection
Modinhas e Canções (1933-1943).
1943). Villa-Lobos
Lobos also uses original diatonic melodies in some
episodes, especially E1 and E5.. The first melody of E6 (mm. 122-126)
126) is diatonic with added
chromaticism (it is based on a G--minor
minor pentachord with ornamental Cb and Db). E6 has also a
second melody, diatonic, in Bb minor (LH). The diatonicism and sensual syncopation of these
thes
lines is perhaps Villa-Lobos’ attempt to maintain a national element. Nevertheless, the harmonic
context is modern and personal in its us
use of non-common-practice procedures – most notably the
use of textural stratification, thereby resembling the treatment of the folk tune in A Baratinha.
The episode E1 (mm. 11--16) starts with a resolute Gb bass, which,, preceded by a Db,
suggests an authentic cadence in Gb. As in O Boizinho,, it is an implied progression with strong
bass motion but it lacks both the dominant and tonic chords per se. The melody of E1 is based on
a subset of the Gb-major
major scale, confirming Gb as a key center. E2 (mm. 27-31)
31) starts with a
similar fifth motion in the bass, but now in Eb. The melody of E2 could also be based on the GbGb
major scale – but Eb minor presents itself as a better candidate. Besides the Eb bass, the melody
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starts on an Eb and insists on coming back to that note, suggesting that Eb minor is the tonal
center for the passage. When both E1 and E2 start (mm. 11 and 27), we hear first a white cluster
sounding together with the bass but soon the LH starts playing a black cluster. This cluster
contains the notes of the Gb-major chord plus an added major second Ab (in the case of E1), or it
completes an Eb-minor chord with minor seventh and added fourth (in the case of E2). The level
of dissonance is high at the beginning of these episodes, but as the cluster and the bass fade, a
milder sonority – and more akin to the tonal centers – gets established. Similar to A Baratinha de
Papel, there is still another layer of music responsible for raising the dissonance level and
blurring the harmony, specifically the chromatic line played by the LH thumb.
In O Lobozinho de Vidro, Villa-Lobos takes to extremes the prevalence of dissonance and
chromatic saturation present in O Boizinho and, to a lesser extent, in A Baratinha. There is no
purely triadic moment in the whole piece. In O Lobozinho, the superimposition of thirds is not
used as often as a principle of chord building as in O Boizinho. The principle of clustering by
aggregation governs several R sections, and clusters linger into E sections (e.g., section E1
beginning in m. 11 keeps the black part of R1’s cluster, actually adding a Gb). In the coda (mm.
165-181), an eleven-note cluster played with an open palm on black and white keys brings the
piece to its final climax. Besides clusters, Villa-Lobos’ particular use of the keyboard topography
itself and the multi-layered nature of the texture serve as the main promoters of the high
dissonance level.
Also important in this regard is the use of fourths. There are chords built with fourths,
and sequences based on fourths. Measure 54 has examples of fourth-based chords. In m. 68, a
“fourth-rocket” gives excitement and dynamism to the passage. In mm. 67-68, 69-70 and 71-72,
the downward black-and-white sequences are saturated with fourths (see Example 2.25). The
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three white layers are a fourth apart from each other. Also, the voices proceed down mostly in
fourths (the exception being from the first to second beats in mm. 67 and 69). Example 5.3
shows E5 (mm. 113-121),
121), in which Villa
Villa-Lobos uses all-white
white sequences, mixing triadic and
fourth constructions. Onn the third beat of m. 113, the chord initiating the sequence may be
considered as fourth-based (F-B--E-A-D), but it is voiced in a such a way that the left hand has a
triad and the right hand has a fourth (with a voice doubled). In mm. 119
119-121
121 the sequence
becomes a little different, with chords in fourths but with a missing note. The first chord on the
third beat of m. 119, for instance, is G
G-(C missing)-F-B-E,
E, with the B doubled an octave above.
Example 5.3. Lobozinho, mm. 113
113-121

121

Example 5.3 continued

In summary, no pure triad may be found in O Lobozinho de Vidro;; dissonances abound
and are freely treated: in particular, clusters, chords mad
madee of fourths and naturally non-tonal
non
black-and-white
white sequences dominate the musical surface; and multi-layered
layered textures weave
together apparently disconnected threads of music. Nevertheless, there is a tonal thread that
governs the piece, and tonality is cconstantly
onstantly referenced. The most important tonal elements in the
piece are melodic diatonicism and strong bass motion (the same resources used in O Boizinho),
many times featuring
ring clear descending fifth progressions (easily understandable as dominantdominant
tonic). Melodic diatonicism is more strongly represented by independent diatonic melodies (e.g.
mm. 11-16), but also present
nt in prominent layers in black
black-and-white
white sequences (e.g. mm. 62-66).
62
Returning to the beginning of the piece, we may now take a closer look at the tonal strategies
used to guide and unify the composition of O Lobozinho de Vidro.
The piece starts with a repeated B. Villa
Villa-Lobos adds notes to these B’ss until forming an
eight-note
note chromatic cluster. Every time an R section starts, this B is freshly reinstated and either
progresses to that cluster or to some different developments. There is not any real confirmation
of B as a tonal center in the R sections; i.e., no strong bass on B, or triad or tonal/modal melody
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in B. But the insistence on that note surely keeps it as some kind of pitch priority in the listener’s
ear.
The E sections either represent a digression from the B priority or confirm B as a tonal
center. In any case, the pitch class B is still somewhat prominent in every one of the E sections.
Thus each one of these represents a new angle through which that pitch class may be understood.
The first episode, E1, is set in a Gb environment. (Note that Gb, as its enharmonic F#, is the
dominant of B.) E1 is preceded by a clear dominant-tonic progression Db-Gb in bass octaves. Db
is already part of the ongoing cluster, and is moved to the bass register gaining a new meaning:
dominant of Gb. The effect is very different from, say, a fifth A-D being played instead. A
diatonic melody based on a Gb-major scale starts in m. 11, helping to confirm that this is the
actual key for the passage. This melody ascends to a Db – the fifth of a Gb-major chord – twice,
always insisting on this Db. Even when the low Gb octave fades, this pitch class is still the bass
of the black left-hand cluster. The alien, blurring white section of the cluster fades away, making
Gb even stronger as a key center. In m. 15, the melody proceeds to an Eb, which sounds like an
upper neighbor to Db. At the same time, that note is harmonized with a foreign Cb (B!)
augmented chord, questioning the validity of Gb as a key center. The music is suddenly
interrupted and brought back to the fresh repeated B of R1 by cascading black, then white, notes.
The motion from bass Gb to B between mm. 16 and 17 could also be understood as a descending
fifth motion. Besides being part of the aforementioned augmented chord, B is also present, as
Cb, in the melody.
A similar situation occurs with the episode E2 (mm. 27-39). It starts out with a
descending fifth in low octaves, but this time the fifth is Bb-Eb. The melody beginning at m. 27
is also diatonic and also confirms the key hinted by the bass, which is now Eb minor. As with
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E1, the white part of the cluster disappears and the black part is retained, in accordance with the
ongoing key. Cb is also present in the melody. Right above the cluster, a chromatic melody
produces rhythmic and harmonic dissonances. In fact, all these similarities between E1 and E2
bring a structural unity to the A section of the piece. The fact that Gb major and Eb minor are
relative keys strongly contributes towards this overall feeling.
Episode E3 (mm. 62-73) seems to confirm B as a tonal center. It starts with a B-minor
chord in the right hand (against an incomplete F#-diminished seventh in the left hand). This Bminor chord was actually heard in m. 55 (that time against an incomplete F-dominant chord), the
highest point of R2. The downbeats of mm. 62, 63, 64, 65, 67 and 69 (RH) have the note B as
the highest note, the first three in a B-minor chord, the last three in an E-major chord.50 These
chords are not pure (because of the left hand), but the melody is always being directed forcefully
towards these B’s, granting B a provisional status as tonal center. Other B’s in the passage also
contribute to prioritizing this pitch class. On the downbeats of mm. 65, 67 and 69, B is the
highest note of the left-hand chords. B is a prominent note of the rocket figures in mm. 68 and
70. Note also that the repeated B’s of the next R section beginning m. 73 are preceded by the
cluster F#-G#-A#, containing both dominant and leading tone to B. This cluster is repeated twice
in this section.
The episode E4 (mm. 77-82) has a similar function in keeping B as a tonal center,
although less explicitly. No explicit B-minor or E-major triads are sounded, but B strategically
appears in every downbeat. (Even in the one measure where it is not present in the right hand, B
is the octave in the left hand.)

50

E major is the subdominant of B major. At the same time, we have a prominent B at the top voice and a
chord that is functionally important in B major.
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The next pair of E sections, E5 and E6 (mm. 113-121 and 122-133, respectively),
represents a new digression from the B priority. E5 brings the key of C major, in multiple
diatonic parallel sonorities, alternating with a complex chord composed of a B-minor triad and
an F-augmented triad. In mm. 116 and 118 a gesture in the left hand resembles the “mooing”
motif found in O Boizinho de Chumbo. This could well be a citation of the latter piece, perhaps
suggesting an encounter between the two animals, but it could also be an onomatopoeic
representation of the wolf’s own roar.51 In section E5, B is present not only in the complex low
chord but also in the diatonic C-major lines and as the beginning note of the mooing motif.
The section E6 (mm. 113-121) presents the greatest tonal distance in relation to B,
compared with the preceding “key areas.” Its first part is based on a G-minor melody against its
dominant (in the form of a viio7 chord or a V9 chord). Nevertheless, by ornamenting the melody
chromatically, Villa-Lobos finds a way of sneaking in a B (as Cb) in prominent positions. The
second part of the section “modulates” through black-and-white sequences to Bb minor, and does
not seem to include important B’s (except in the black-and-white sequence in the right hand).
This total digression from B culminates in the complex and noisy tremolos of m. 133, which are
suddenly interrupted by an equally complex cascade of notes which ends up taking the music
back to the repeated B’s of R1, or the A’ section of the piece.
So far, the note B has been placed in a variety of structural contexts. First stated as a
single tone, it subsequently becomes a kind of tonal priority and later serves implied functions as
scale degrees 4 (in Gb), 6 (in Ebm) and 7 (in C) in different extended tonal contexts; in addition,
it sounds at other points as an ornamental chromatic note and occurs without special emphasis in

51

Literal citations are not found anywhere else in the suite. Nevertheless, Gorni indicates similarities
between O Lobozinho and other pieces of the suite. Gorni, “A Prole do Bebê Nº 2,” 137.
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black-and-white sequences. Surprisingly, the short coda of the piece gives the B its ultimate –
and definitive – meaning. The coda’s R5 section is a long variation of R1, this time assembling
only three pitch classes: B and its upper and lower neighbors C and A#. In m. 177, the piano
writing expands to registral extremes, arriving in m. 178 on a low B octave and a high cluster
with eleven notes (nine pitch classes) in triple forte. The E7 section (mm. 178-181) brings a low
E octave, producing an ascending fourth progression which clearly resembles the descending
fifth dominant-tonic movement already familiar to the listener. The chord above the bass E
contains, among its six pitch classes, the notes of an E-major chord. With this clever and
accurate lunge, Villa-Lobos and our wolf52 completely – and retrospectively – redefine the whole
piece as a 178-measure dominant prolongation that only at the very end encounters its tonic.
Perhaps it is a depiction of a diligent and crude hunt that only reveals itself as successful at the
very moment of slaughter.

Concluding Remarks
A Prole do Bebê n. 2 is commonly described in the literature as being atonal, or at least as
seeming to be so. In the words of Vasco Mariz, for example, the work “is dissonant, atonal and
polytonal.”53 Most of the academic production about the second Prole focuses on either the
work’s performance practice or the analysis of non-tonal elements that constitute its rich fabric.
This dissertation has investigated the somewhat more ambiguous realm of the use of tonality in
52

Tarasti reminds us that lobo means wolf in Portuguese, although there is no evidence of the piece being
a self-portrait. Tarasti, Heitor Villa-Lobos, 276.
53
Vasco Mariz, Heitor Villa-Lobos: Life and Work of the Brazilian Composer (Washington, D.C.:
Brazilian American Cultural Institute, 1970), 58.
126

the suite, and how tonality and modern sonorities interact in perfect integration, building up the
various forms, shapes and textures encountered. Non-tonal aspects are certainly of fundamental
importance to the understanding of the work, and in this matter, this dissertation will hopefully
add to the already existing works dedicated to the suite and/or to Villa-Lobos’ compositional
techniques, including but not limited to the works by Salles, Gorni and Merhy. As these works
are in Portuguese, this dissertation will also be a helpful resource in English for scholars and
interpreters interested in the suite and its structure.
The detailed analyses in Chapters 3-5 of A Baratinha de Papel, O Boizinho de Chumbo
and O Lobozinho de Vidro show that Villa-Lobos devised an articulate tonal path for these
pieces. As in common-practice music, this path relies heavily on the notions of modulation and
various thematic/motivic relationships. The tonal organization of these works generally features
keys in complex and distant relationships, following the tendency of post-Romantic tonal music,
which exhibits abundant chromaticism, mediant-related modulations etc. Particularly important
for Villa-Lobos is the tritone relationship between keys. Of course, the way Villa-Lobos
established a key was not conventional in terms of common-practice music, and the prevailing
absence of pure triadic constructions in the music carries important implications for the way
tonality has to be analyzed. Nevertheless, concepts like tonic, dominant, cadence, modulation
and prolongation can still be observed and sensed in the music. Without invoking Schenkerian
theory per se, a rough analogy to the notion of structural levels is possible by taking into account
Villa-Lobos’ idiosyncratic compositional features. In this sense, the music of the second Prole
works as if it had a background structure analogous to that of a common-practice tonal piece.
However, middleground or foreground structures will be radically different, with a nontraditional dissonant counterpoint of the most varied events composing the rich texture of the
127

pieces. For example, black-and-white sequences would serve as connection and prolongation
devices, and fourth-chords or polychords would substitute for triads.
Villa-Lobos scholarship is still incipient, especially outside Brazil. There is much to be
done, and I hope this work may contribute to future research efforts including: the tonal
implications of other works of the Parisian years, such as Rudepoema and the Choros;
comparative analysis between the second Prole and other piano (or general) works by VillaLobos; the relationship between performance practice of these works and their tonal background;
the influence of other composers, especially those whom Villa-Lobos met and heard in Paris, on
the compositional processes used in the second Prole; the influence of these compositional
processes on the subsequent generations of composers in Brazil, South America and elsewhere;
the relationship between Villa-Lobos’ nationalism, the developing of a Brazilian autonomous
identity and the techniques discussed in this dissertation.
Villa-Lobos had a mission: he wanted to be regarded as a Brazilian nationalist composer,
and at the same time as a modern composer, in tune with the European avant-garde. The second
Prole do Bebê shows clearly that he succeeded in his mission. By using somewhat clear tonal
plans to guide the pieces, as well as third-derived chords, folk and folk-like diatonic melodies
and national rhythms, he made this Prole truly identifiable as a Brazilian piece. At the same time,
by incorporating so many modern techniques such as polytonality, polyrhythms, free use of
dissonance, chromatic saturation and percussive treatment of the piano, he made the suite
modern and original. Perhaps the greatest aspect of this originality lies in the use of the blackand-white sequences as textural and connective elements flowing naturally from the idiomatic
writing for the piano. The extravagant scope of the pieces is at the same time a reflection of
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Villa-Lobos’ expansive personality and of the kind of image of Brazil he wished to portray
abroad: a country of exuberant nature and exotic colors.
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Appendix
Folk Tunes Used in A Prole do Bebê n. 2

As with any works of oral transmission, there is no definitive version of the folk tunes
here presented. The main source for the children’s melodies below is Villa-Lobos’ own Guia
Prático, a compilation of folk tunes for educational purposes.54 When there is any discrepancy
between a melody from the Guia Prático and the melody used in the Prole, other sources by
Villa-Lobos were used, so that the melody here presented is closer to the melody used in the
Prole. These sources include the piano collections Cirandas, Cirandinhas and Brinquedos de
Roda. The latter two collections, given their educational approach and much easier technical
level, tend to present folk tunes with little modification. The source for the slave song O Rei
Mandou me Chamar is Villa-Lobos’ rendition entitled Cantilena in the series Modinhas e
Canções. A note in the score attributes the collection of the song to Sodré Vianna. All songs are
presented in C major.

54

The project for the Guia Prático started in the 1930s, but was never finished. However, the first of six
intended volumes, with children’s songs arranged for different vocal ensembles, was published in 1939,
besides a series of piano arrangements of such songs. See David Appleby, Heitor Villa-Lobos: A Life
(1887-1959) (Lanham, MD: Scarecrow Press, 2002), 114-15.
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Example A.1. Fui no Tororó (folk tune used in A Baratinha de Papel)

Papelão
Example A.2. A Moda da Carranquinha55 (folk tune used in O Gatinho de Papelão)

55

This song is also known as Anquinhas
Anquinhas.
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Example A.3. Garibaldi foi à Missa (folk tune used in O Cavalinho de Pau)

Example A.4. Olha o Passarinho, Dominé (folk tune used in O Passarinho de Pano)
Pano

Example A.5. Carneirinho, Carneirão (folk tune used in O Ursozinho de Algodão)
Algodão
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Example A.6. O Rei Mandou me Chamar (folk tune used in O Lobozinho de Vidro)
Vidro
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